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Abstract 
This thesis examines the intersection of popular cultural representations of HIV and 
AIDS and the discourses of public health campaigns. Part Two provides a 
comprehensive record of all HIV related storylines in Australian television drama 
from the first AIDS episode of The Flying Doctors in 1986 to the ongoing narrative 
of Pacific Drive, with its core HIV character, in 1996. Textual representations are 
examined alongside the agency of "cultural technicians" working within the 
television industry. The framework for this analysis is established in Part One of 
the thesis, which examines the discursive contexts for speaking about HIV and AIDS 
established through national health policy and the regulatory and industry 
framework for broadcasting in Australia. The thesis examines the dominant liberal 
democratic framework for representation of HIV I AIDS and adopts a Foucauldian 
understanding of the processes of governmentality to argue that during the period of 
the 1980s and 1990s a strand of social democratic discourse combined with 
practices of self management and the management of the Australian population. The 
actions of committed agents within both domains of popular culture and health 
education ensured that more challenging expressions of HIV found their way into 
public culture. 
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PART ONE 
Theoretical, Industry and Policy Context 
I nt roduct ion 
At first only gays and IV drug users were being killed by AIDS. 
But now we know everyone of us could be devastated by it. 
Cody: 
Michael: 
Cody: 
You had unprotected sex? 
Only once. 
That's all it takes. 
Grim Reaper advertisement, April 1987 
Neighbours, 21-3-94 
1 HIV I AIDS, health campaigns and television drama 
By the mid 1990s, Australian television had so absorbed the subjects of HIV, AIDS 
and safe sex that the responsible young adults of Erinsborough would regard the 
practice of safe sex, expressed through the code of "protection," as almost self 
evident. Many television drama series had run "pro-social" AIDS episodes featuring 
themes of cultural and social diversity, tolerance, and specifically, freedom from 
discrimination. These popular cultural narratives would on occasions interrelate 
explorations of sexual preference with those of "positive living." In keeping with 
this pro-social tone, in 1993 the Commonwealth government ran the first 
instalment of a new national AIDS media campaign - the HIV Doesn't Discriminate 
advertisements. The three 45-second television advertisements featured 
definitively "ordinary" HIV positive people in familiar social contexts of home, 
work and leisure. The climax of the advertisements featured the short but axiomatic 
take-out statement: "HIV is a virus. It doesn't discriminate ... people do." 
This environment for the representation of HIV and AIDS marks a discursive shift in 
the form and tone of such representations over the decade from the mid 1 980s to the 
mid 1990s. This thesis takes the media - specifically, television - as a key site in 
the production of such meanings of HIV and AIDS in our culture. Through an analysis 
of industry and policy contexts and various textual conventions, it charts the 
representation of HIV, AIDS and safe sex in television. The form of television drama 
is chosen for its embodiment of the supreme site of the ordinary and the everyday, 
the taken-for-granted that serves as the background against which a range of issues 
associated with personal relationships, education, employment and leisure are 
endlessly worked through. It is this capacity of television drama for interrogating 
or problematising aspects of the Australian social field, the process of offering 
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issues for investigation in order to know and define them, that is the subject of Part 
Two. 1 
The thesis further argues that this process of social problematisation has largely 
occurred within a liberal democratic discursive framework. Acts of 
problematisation are most visible in overtly "pro-social" drama series such as GP 
and A Country Practice which take this treatment of social issues as their defining 
characteristic. In their attempts to invoke a range of social issues and engage their 
audiences in an ethic of good health and social welfare, the pro-social series are, in 
the terms proposed by Colin Mercer ( 1988, p. 63), among the most recognisably 
targeted forms of entertainment. In their operation as a "relay" with the social 
sphere, the pro-social series offer guidelines to conduct and opinion, thereby 
exhibiting some of the same functions as the national health education campaigns. 2 
In addition, however, this thesis argues that a II television drama series, including 
the early evening soap operas Neighboursand HomeandAway, can beseentoadopt 
the pro-social mode of address in dealing with the subject of HIV I AIDS. Most of these 
series pursue this problematisation of the social through a largely liberal 
democratic paradigm that mitigates the individualist, laissez-faire, anti-statist 
ethic of classical liberalism with a (limited) recognition of diversity and an 
advocacy of equal opportunity and freedom from discrimination. Thus serial drama 
incorporates a string of "liberal moments" in an ongoing soap narrative that (as 
Crofts, 1995, p. 101 observes) otherwise extols the resolution of conflict and 
difference within the familiar, middle-ground forums of the (extended) family and 
local community. However, other series such as GPand Heartbreak High 
demonstrate a more developed social democratic approach that views social issues in 
more structural terms, linking aspects such as sexuality, safe sex and HIV I AIDS 
across the field of representation. 3 
By presenting a comprehensive history of this representation of HIV and AIDS in 
Australian television drama in the decade since the first AIDS episode in 1986, it is 
possible to chart the conditions and conventions for conceiving of HIV I AIDS and 
establishing its place within evolving cultural constructions of Australian life. It is 
1 This concept of "social problematisation" draws on the work of Tom O'Regan (1996) and ian Hunter 
(1994) and is discussed in detail in Chapter One, below. 
2 Mercer describes a form of nineteenth century literature (often read aloud) in these terms, 
suggesting that contemporary forms of entertainment such as soap opera and sitcom operate in a 
similar way. This concept is discussed further in Chapter One. 
3 For an analysis of the transformation of classical liberalism, including the evolution of social 
democracy and the conservative "nee-liberalism" of Thatcherism, see Hall (1986). 
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also possible to offer an assessment of the dominant liberal democratic mode of 
address by placing its expression in these texts on a continuum with both classical 
liberalism and social democracy. 
This project is therefore not merely a record of textual representations of HIV and 
AIDS. It also examines their placement and operation within a given cultural, 
political, and policy climate. To this end, the contexts of production (television 
production companies, television networks) under which these representations have 
been initiated and crafted and the actions of key creative and policy workers also 
merit consideration alongside questions of textuality. The investigation in Part Two 
of the "cultural technicians" (to use the term of Bennett, 1993, p. 406) who have 
advocated, developed and defended AIDS narratives in popular cultural forms is 
prefaced by the examination in Part One (Chapter Two) of the role of health 
educators and former community activists in shaping policy and programs within 
the Department of Health and its partner organisations. Rather than proposing 
distinct domains of state-controlled education campaigns and the representations of 
popular culture, this thesis adopts an approach to governmentality based on the 
work of Michel Foucault; it argues that the strategies for "management" of AIDS 
operate across both domains. 4 Technologies for the maintenance of good personal 
health combine with those for the effective administration of the whole population -
a figure recurrently expressed as either the "Australian community" or "the 
general public." 
This methodology is characterised by a cultural studies approach to the politics of 
representation combined with an understanding of governmentality similar to that 
found in cultural policy studies (for example, Bennett, 1993; Hunter, 1994; 
Hawkins, 1993; Cunningham, 1992) and recent studies in the sociology of health 
(Petersen and Bunton, 1997; Petersen and Lupton, 1996; Lupton, 1995b). This 
approach supports an argument that technologies for managing the self and society 
in the "age of AIDS" are shaped by the interaction of the dominant political 
discourse of the time with the ongoing processes of governmentality. The project is 
therefore a study of a particular period- of that time from 1983 to 1996 when a 
thread of social democratic policy was maintained alongside the economic rationalist 
philosophy of successive ALP administrations and the ongoing requirements for the 
good administration of the population through, among other means, the maintenance 
of good health (examined in Chapter Two). In this way, and in contrast to the case in 
the US or the UK, by the time of the HIV Doesn't Discriminate campaign in 1993 an 
4 The subject of governmentality and the work of Foucault are examined in detail in Chapter One. 
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alignment was possible among the local community-based education campaigns, the 
national media campaigns addressing the general public, and the standard discursive 
problematisations of television drama programs. 
Importantly, it can be observed that the national media campaigns addressing 
discrimination against people with HIV I AIDS - the most social democratic of all the 
media campaigns- did not lead popular cultural expression. Instead, the prevailing 
Australian policy context and established dramaturgical forms of expression and 
representation can be seen as setting the conditions under which several liberal-
democratic (and on occasion, social-democratic) television narratives would 
address the themes of the 199 3 campaign. 
2 Terms of analysis and methodology 
2. 1 Social science research 
While there is a sizeable body of work internationally on AIDS and culture, 
particularly that emerging from the US, this is a relatively unexplored field in 
Australia. The early phase of AIDS is, however, well-documented in terms of press 
coverage of a new disease "arriving" from the US and occurring mostly among 
homosexual men. Press reports and editorial attitudes to AIDS are topics which are 
relatively well-covered in AIDS research in Australia, both in content analysis of 
newspaper articles (O'Hara 1986; Lupton 1991, 1994a; Aroni 1992) and in the 
vigilant observance of all major AIDS "events" by gay journalists and 
commentators. 5 
The lack of cultural research on AIDS is especially emphasised in relation to the 
study of electronic media. In the mid 1990s, more sophisticated work emerged as 
former social science researchers Deborah Lupton and Alan Petersen moved into the 
field of cultural studies. However, before this time, with the exception of a few 
isolated articles outlined below, research on AIDS and the media in Australia 
originated almost entirely from the social sciences. In general, social science 
research has been fundamental to the successful development of education programs 
designed to assist in the prevention and transmission of HIV, particularly to the 
formulation of appropriate culturally-sensitive programs targeted to the needs of 
5 Both OutRage and Campaign (the leading gay and lesbian publications in Australians) have reported 
on HIV I AIDS matters since the early 1980s, the major media commentators being Adam Carr and 
Martin Goddard. The work of Dennis Altman has appeared both in academic form (Altman lectures in 
political science at LaTrobe University) and in the gay and lesbian press. As examples, see Carr 
16 
specific communities. However, this predominance of social science research on 
I 
AIDS has tended to define the field, so that "social research" as it stands (in 
contrast to other fields of biomedical, clinical and epidemiological research) is 
accounted for almost wholly in terms of behaviourist, sociological work. This 
philosophy also characterises the scheme for research on AIDS outlined within the 
National HIV I AIDS Strategy. 6 
As the Commonwealth has been virtually the exclusive producer of mass media AIDS 
education, 7 much of the social science critique of the role of the media in generating 
meanings of AIDS has addressed the success or otherwise of the advertisements used 
in the National AIDS (Media) Campaign (the program under which media campaigns 
are developed, examined in ChapterTwo).s The fundamental problem with social 
science research on AIDS and the media lies in its approach to the nature and 
function of mass media within society. While social science justifiably denounces 
the rash of sensationalist, inflammatory and uninformed images and attitudes to 
AIDS which appeared in mainstream media in the 1980s, it also demonstrates an 
ongoing reluctance to examine the role of film and television in establishing or 
affirming dominant discursive frameworks for comprehending HIV, AIDS and other 
social issues. This dismissive attitude can in part be attributed to attempts to apply 
inappropriate methodologies to a subject that better falls within the competency of 
(or at least should be supplemented by) humanities methodologies. 
The most important difference between a cultural studies, humanities-based 
approach and a social science approach is found in the latter's characterisation of 
mass media solely in terms of quantifiable behaviour change, and the insistence on 
finding the best possible links between communication and behaviour change. Work 
which sets out to assess the role of the media by applying a knowledge-attitude-
behaviour (KAB) model fails at the outset to distinguish between different uses of 
the term "communication." 9 It fails to acknowledge developments in cultural and 
(1987), Goddard (1990), and Altman (1992). 
6For an example of this approach to the classification of AIDS research in Australia, see John Mills 
(1993). This thesis, supported by a Commonwealth AIDS Research Grant Postgraduate Scholarship, has 
at various points been incorporated in such a scheme, both in being assigned to the responsibility of 
the National Centre for HIV Social Research in Brisbane and its inclusion in Commonwealth AIDS 
project lists (see, for example, the register compiled by Haste, Smith and Temple-Smith, 1994 ). 
7There are some exceptions to this, for example the Shirley Pervis television commercial made by the 
Queensland Health Department for World AIDS Day, 1992. The DHHLGCS AIDS Compilation Reel 
(1992) includes other examples of local material produced in New South Wales and South Australia. 
8This incorporates both work produced directly for the Department of Health and published by the 
Department - for example, some of the research mentioned below - and also articles and papers 
appearing in other forums, for example, Pilkinton and Saha (1991 ); Morlet, Guinan, Diefenthaler and 
Gold (1988); and the papers by Taylor (1988), Miller (1988) and Ross (1988) in the Report of the 
Third National HIV I AIDS Conference. 
9 See Tulloch and Lupton's (1997, Chapter 5) discussion of the limitations of the KAB model. 
media studies which reject the conceptualisation of media in terms of a "mass 
communication" approach, often invoking a hypodermic-needle model of media 
"effects." 
17 
Most mass communication research comes out of the US, like that exemplified in the 
1990 special issue of the journal Communication Research which focussed on "the 
AIDS crisis." This type of research pursues a more linear, almost behavioural 
analysis of specific language acts and is concerned with quantifiable social effects. 1 o 
The appeal of such a theory of the media and meaning formation to researchers 
interested in HIV education through the mass media is understandable: messages 
must be delivered to target audiences in order to effect behaviour change. Yet the 
application of such a formalistic account of communication to such a complex 
process of meaning formation prompts the inevitable conclusion that the 
contribution of the mass media towards AIDS education has been largely 
unsuccessful. It is precisely this kind of "function" of the media that AIDS research 
emerging from the social sciences has critiqued, assessing the media in social 
sceince's own terms and finding it lacking in "effectiveness" (see Dowsett in the 
1 991 report, Men Who Have Sex With Men: National HIV I AIDS education; Jackson 
and Lindsay, Evaluation of 1991 National Gay/Bisexual Campaign; and the DHHCS 
Evaluation of 7990-7991 National IOU Campaign). 
In contrast, this project is more interested in the cultural dimensions of this 
relationship between attitude and practice; that is, the conditions which make it 
possible to think and represent HIV and AIDS in certain ways. As noted above, these 
include elements of text, audience and contexts of production as well as broader 
discursive conditions- the "grids of intelligibility" which guide textual 
construction and interpretation in any given culture (Bennett and Woollacott, 
1987). An example of this approach is found in cultural studies accounts of violence 
and the media. These studies eschew the media "effects" explanation in favour of a 
recognition of the broader social explanations for violence and its translation 
through various cultural forms (see Cunningham 1992, Chapter 5; Flew 1998, p. 
1 0). 
Interestingly, the "hypodermic needle" approach to the "injection" of messages 
into an audience has not always been that adopted by AIDS activist groups. As queer 
1 
°For example, Norton, Scwartzbaum and Wheat in the above collection state: "[i]n short, features of 
a linguistic act ... reflects [sic] certain characteristics of the language user. For this reason, language has 
a symptomatic function" (p. 3). The title of another article from this collection is "Cognitive 
Responses to AIDS Information: The effects of issue involvement and message appeal" by Flora and 
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theory has informed the work of lesbian and gay academics, groups such as ACT-UP 
have embraced a "postmodern" semiotics of the media, using short, intense "bites" 
of media coverage and the production of theoretically informed independent film and 
video work for distribution among alternative, sub-cultural audiences (see Patton, 
1991; Yingling, 1991; Juhasz, 1995). Such strategies are often grounded in an 
approach to identity and representation that draws heavily on social 
constructionism. 11 In contrast, more traditional gay and lesbian liberation groups 
have opted for critiques of the media's lack of "positive representation" grounded in 
a cultural imperialist theory of the hegemony of "the media." 12 These groups, like 
social science researchers described above, are more likely to assess the media in 
terms of its failure to represent different sexualities and HIV status with any degree 
of accuracy. In attempting to trace the truth and efficacy of such representations 
through the path of communication, they too adopt a "Chinese whispers" 
communications model which stands aside and looks with anger or amusement at the 
distortion of the once "clean" word or image. This idea that individual 
representations of minority groups can be classified as conducive or antagonistic to 
a social cause assumes a direct line of "quality" or otherwise from production stage 
to reception (and provides no acknowledgment of the possibilities of diverse reading 
formations and reading practices). 
The social science paradigm establishes that experience in the 1980s and early 
1990s has shown that mass media education campaigns are of minimal value, and 
only useful when designed to complement more targeted, low-key strategies. There 
appear to be three explanations for this approach: first, that mass media cannot or 
do not "reach" certain target populations; second, that the material appropriate for 
targeting such populations may itself be inappropriate for mass audiences; and 
third, that even if such material is "delivered" to target audiences, its form is such 
that it is unlikely to be successful in changing behaviour. It may well be the case 
that necessary behaviour modification regarding specific practices relating to safe 
sex and drug use can only be effected through community based, targeted campaigns. 
Such conclusions are the domain of social science practitioners and health educators. 
What concerns this project, however, is the assumption that activity in the area of 
health education can exist in isolation from the continual interrogation and 
Maibach. 
11 For some time, a theoretical debate has been waged over the constructionism-essentialism issue 
with identity politics and gay and lesbian liberation advocates opposing the over-application of the 
tenets of social constructionism on the part of queer theorists. For a useful assessment of this issue, 
see Diana Fuss' Essentially Speaking (1989). 
12 See, for example, the article in the publication of Queer Collaborations 1993 (the annual national 
lesbian and gay student conference), an insert in Semper, June 1993. See also the report on the 
"Media Action Group," Queensland Pride 48 (May 1995), p. 2. 
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problematisation of these issues in popular culture. It is highly improbable that the 
specialised target population of a local safe sex campaign and the "mainstream" 
audience of a television series form mutually exclusive sets of citizens: when 
Neighbours advocates safe sex and Home and Away examines AIDS, no one is 
"immune." 
There has been some recognition within the general area of social science research 
(on occasion involving cultural studies researchers) that the generation of meaning 
around HIV and AIDS activates a range of cultural codes and representative 
practices; further, it has been noted that images and discourses of AIDS draw on 
pre-existing discursive patterns according to epistemological frameworks already 
in place (see for example Women and HIV/AIDS, 1992; Crawford, Kippax and 
Tulloch, 1991 ; and Brady, 1994 ). But reports that provide otherwise useful and 
important observations on the social conditions under which AIDS exists seem to 
stumble when they approach the subject of the media. Expressions like "the 
promotion of misinformation" pursued by the media (Kippax, 1991, p. 3) abound -
as though there could be some essential source of true "information" outside of and 
apart from the social construction of the meanings of AIDS through agents like the 
media, health education programs and the like. The assertion that "there will always 
be 'virgin' audiences" (Bartos, 1993, p. 79) ignores the fact that young people, 
who may not have seen previous media campaigns have, nevertheless, developed a 
significant understanding of HIV and AIDS both through school teachings and popular 
cultural representations like those found in the television series Neighboursand 
Beverley Hills 90210 and films like Philadelphia and Boys on the Side. 
This suggestion that as educators it is possible to have a "clear run" on young 
audiences is further discredited by work on the coverage of AIDS in the Australian 
print media (see for example, O'Hara, 1987; Baker, 1988; Collins, 1992; and 
Aroni, 1992) which points to the overdetermined status of AIDS as a news and 
current affairs topic. It clearly emerges from this work that any material produced 
about AIDS in the 1990s will necessarily be contextualised by the "history" of the 
epidemic played out in popular cultural forums in the 1980s. This kind of research 
is also useful in relating press reports to their environment in Australian politics, 
and in this way complements policy analyses which look at the formulation of 
federal government policy in the light of other social policy and the activities of 
various health lobby groups and assorted pressure groups (see, for example, 
Melvin, 1986; Ward, 1989; Dobson, 1994). Additionally, industry studies which 
look at opportunities for advertising firms in the field of "social marketing" 
provide an indication of the ways of knowing and engaging a population in terms of 
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product development and "consumption" (for examples of this approach around the 
time of the Grim Reaper campaign, see May, 1988; Greig and Raphael, 1988; and 
the articles appearing in the section titled "Marketing in the Age of AIDS: Business 
and the Media" in the Report of the Third National HIV/AIDS Conference). 
2. 2 AIDS and cultural theory 
Other writers from the US and the UK have approached the question of AIDS from a 
cultural theory perspective, often combined with an activist imperative. These 
writers have explored the representation of AIDS in film and television, literature, 
music, art and other areas of cultural production and consumption. Their approach 
is based on the discursive production of knowledge and the embodiment of power 
through discourse. There are elements of this approach in the current study, 
notably the attention to textual forms, the conditions for discursive production, the 
institutions and frameworks through which they pass, and the agents and actors 
involved. 
Important figures in AIDS cultural theory include Paula Treichler ( 1988a, 1988b, 
1992a), Cindy Patton (1990), Douglas Crimp (1988a, 1988b, 1991), and Simon 
Watney ( 1987). Their work exhibits the hallmarks of cultural studies' eclectic 
methodology. Embodying approaches developed in feminist critical theory, Marxism, 
postmodern cultural theory, literary theory, film and media studies, lesbian and 
gay studies and queer theory, this work foregrounds the constructed nature of our 
knowledge of AIDS and the conditions of its formation and deployment. For all work 
in cultural studies, however, one of the central premises is that of a definition of 
culture which encompasses more than simply aesthetics and the collection and 
admiration of artefacts. What best characterises cultural studies' approach, 
perhaps, is its insistence on the interconnected nature of the cultural and the social, 
and the associations of discourse and representation with power. 
Much of this work is activist as well as academic in tone, effectively merging these 
two areas in the development of a theoretically-informed activism. This work seems 
to overcome the limitations of one brand of activism, heavily influenced by gay and 
lesbian liberation's critique of the media's "positive" or "negative" representation 
of people living with HIV and AIDS. Martin Goddard and Adam Carr, for example, 
have been diligent critics of Australian media representations for a number of 
years. 1 3 Their approach is that of the activist (and its success has probably 
13Goddard and Carr have both written for OutRage and the National AIDS Bulletin. As an example, see 
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depended on this) and is based to a large extent on the gay and lesbian liberation 
model of identity politics and resistance, epitomised by texts like Randy Shilts' And 
theBandP/ayedOn (1987) or Michelangelo Signorile's Queer in America (1993). 
This method does have its limitations: it is about bringing problems to the attention 
of the writers' own constituencies and also to television and government bodies, and 
in this way operates as a surveillance of reactionary representational practices. It 
does not, however, explore the ways in which those practices might be reworked and 
redefined, nor does it give consideration to the "positive," productive aspects of 
working with (and within) state agencies.14 
In contrast, the activist work of Douglas Crimp in the US, Simon Watney in Britain 
and, to a certain extent, Dennis Altman in Australia is premised on an initial 
commitment to a social constructionist perspective of the formation of meaning and 
generation of AIDS discourses. All these analyses are informed with an urgent 
political critique. They see the dominant representations of AIDS as cultural 
constructions and their strategies for action are activist-based. Thus Douglas Crimp 
asserts: 
AIDS does not exist apart from the practices that conceptualize it, represent 
it, and respond to it. We know AIDS only in and through those practices ... If 
we recognise that AIDS exists only in and through these constructions, then 
hopefully we can also recognize the imperative to know them, analyze them, 
and wrest control of them ( 1988b, p. 3). 
This, then, is the approach of the activist who is well-versed in Foucault's History 
of Sexuality Volume 1 ( 1984a). The Foucauldian approach is characteristic also of 
the more theoretical work of Cindy Patton and Paula Treichler as well as a number 
of other less well-known commentators. 1 s 
Cultural research on AIDS of the qualitative, non-ethnographic humanities mode 
does not, however, form a large field in Australia. There has been some work in the 
fields of fine arts, literature, and media and cultural studies in relation to 
representational practices (Phillips, 1992; Doyle, 1987; McAuliffe, 1989; 
Hurley, 1992, 1996; Saywell and Pittam, 1995; Waldby, 1996). In addition to 
Goddard's "AIDS, the Media and Advertising" (1990). 
14 See, for example, Michael Bartos' acknowledgment of the positive outcomes (in terms of 
preventing transmission of HIV) of the "governmentalization of sex between men" (1996, p. 129); or 
Craig Patterson's response to Goddard's critique of the campaign activities of state AIDS councils 
(1993, p. 1 0). This issue is developed in Chapter Two. 
15For example Thomas Piontek (1992) or, in Australia, Greg Murrie (1992). 
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this academic work, there is considerable discussion of AIDS and media in the 
lesbian and gay press, in some women's magazines, and in art and style magazines, 
often using representation theory with respect to a clearly defined subject position 
from within a given community or constituency. 
Thus, although it remains largely unrecognised within Australian cultural studies, 
in establishing itself as a legitimate subject of academic critique, AIDS has directly 
impacted on the cultural studies project in both the US and the UK. 16 Stuart Hall 
( 1991 ), for example, has spoken of the importance and urgency of AIDS as a 
subject within the cultural studies agenda: 
[t]he question of AIDS is an extremely important terrain of struggle and 
contestation ... How could we say that the question of AIDS is not also a 
question of who gets represented and who does not? AIDS is the site at which 
the advance of sexual politics is being rolled back (p. 285). 
Hall offers an explanation for the part cultural studies might play in this when he 
says that cultural studies "has to analyze certain things about the constitutive and 
political nature of representation itself." The sense of urgency noted here points to 
the practical imperative that drives most research on AIDS, and which, it might be 
suggested, cannot be met by representational studies alone. An incompleteness in 
representational studies in turn suggests a gap in the cultural studies methodology 
when it comes to accounting for AIDS and culture. 
2. 3 Cultural studies and the sociology of health 
Of greater value to this study, and standing as a partial answer to this absence of 
research on HIV I AIDS and the media in Australia, is the hybrid area of research 
formed from cultural studies, health communication and the sociology of health. 
While John Tulloch and Deborah Lupton have studied various aspects of public 
health and HIV I AIDS since the late 1980s, recent studies have emerged emphasising 
the application of post structuralist methods to the study of medical knowledge and 
the provision of health care. 
For the most part, Lupton's earlier work ( 1991 a, 1991 b, 1994a) constitutes 
content analyses of press reports, but it is framed by a cultural studies 
16AIDS cultural research, lesbian and gay studies and queer theory are all absent, for example, from 
the recent guide to cultural studies offered by John Frow and Meaghan Morris (1993) in their 
introduction to Australian Cultural Studies: A reader. 
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understanding of the institutional and discursive contexts in which newspaper 
articles function. Lupton ( 1993b) cogently argues for a poststructuralist approach 
to the generation of meaning both within biomedical discourse and in the ways this is 
taken up in the media - an approach mostly absent from health communication in 
Australia. So, for example, Lupton contrasts the health communication model used in 
medical research, drawing on social and behavioural psychology, with her own work 
which proceeds on a definition of communication as "the production and exchange of 
meaning sited within cultural practices." This work is directed at "understanding 
health, illness,· disease as socio-cultural phenomena" (p. 71 ). 
In later work, Lupton extends this approach, drawing on a Foucauldian 
understanding of governmentality and "bio-power" that is also the basis of studies 
by Gastaldo (1997), Osborne (1997), Nettleton (1997), Bunton (1997) and 
Petersen ( 1997), all of which appear in a collection of articles (edited by Petersen 
and Bunton, 1997) bringing together recent applications of the work of Michel 
Foucault. Bryan Turner ( 1992) and Alan Petersen ( 1994a, 1994b) have explored 
aspects of citizenship and the construction of meaning around health and medicine 
through this methodological blend of cultural theory and the sociology of health. 
Lupton and Petersen ( 1996) have also used this approach to develop an extended 
analysis of the "new public health," a paradigm of health care which "takes as· its 
foci the categories of 'population' and 'the environment' conceived of in their widest 
sense to include psychological, social and physical elements" (p. ix, discussed in 
Chapter One, below). 
Lupton ( 1995b, 1996) and John Tulloch ( 1989, 1990b, 1992a, 1992b), both 
separately and together ( 1997), have explored various aspects of HIV and media 
representation and reception. Whereas for the most part comments on the role of the 
media have been incidental to the recent work by other writers mentioned above, 
Tulloch (from a media studies background) takes the media as the focus of his 
studies on HIV and AIDS. 17 Concerned with factors of production input, textual 
composition and audience negotiation, Tulloch's work in this area uses a micro-
level approach to the production of meaning. An important part of his project of 
tracing the lines of communication is the consideration of a model of message 
transmission. Although this is important work and particularly valuable in its 
analysis of meaning negotiation at production level, Tulloch rarely ventures into a 
consideration of the larger discursive context surrounding a few specific AIDS texts, 
17 Tulloch's extended study of television drama (1990) is a key text in the field of media studies, as 
is his earlier analysis (with Manuel Alvarado, 1983) of the "unfolding text" of the UK series Doctor 
Who. 
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in the way, for example, that Kenneth MacKinnon ( 1992) discusses the 
representations of homosexuality and AIDS in the context of public policy in 
Reaganite America and Thatcherite Britain. Hence, Tulloch's work does not offer a 
consideration of the surrounding social policy and political climate that provides a 
context for thinking and representing AIDS. Specifically, it is outside the scope of 
Tulloch's studies to consider in any depth the constitutive role of the discourses of 
sexuality and their interactions with those of pluralism and tolerance. 
Finally, the current study should be distinguished from the recent joint publication 
of Tulloch and Lupton (1997), addressing the same topic of HIV I AIDS, television 
drama and public health campaigns. While the publication brings together the 
earlier work of Tulloch in this area (with the exception on his 1992 study of 
representation and reception of AIDS in Australian magazines), it does not contain 
Lupton's useful analyses ( 1995b, 1996) of several episodes of GP (discussed 
further in Chapter Four, below). Instead, it relies on the extensive interrogation of 
the "Sophie" episode of A Country Practice from 1988. In contrast, while not 
attempting the valuable ethnographic work performed by Tulloch ( 1992) in 
relation to this episode and in relation to several advertisements from the National 
AIDS Campaign ( 1992), the current study does provide a comprehensive analysis of 
variations in representational practices across the genre of television drama 
spanning the decade 1986-1996. It also recognises the significance routinely 
observed by gay, lesbian and HIV people in relation to popular cultural 
representation and the investment that these communities make in the (albeit 
incremental) advances in the recognition of difference and diversity in popular 
cultural texts. 18 Thus in Part Two of the thesis, there is an examination of the role 
of an active gay and lesbian reading culture in the contexts of production of both GP 
and Pacific Drive. 
Furthermore, Tulloch and Lupton base their approach to their 1997 study in the 
place of AIDS texts within a contemporary "risk culture," explaining the 
connections between texts in the two areas of health promotion and television drama 
in terms of the impact of a culture of risk in which individuals make a series of 
decisions on the identification and management of risk activities arising out of their 
own conduct and their interactions with others. Television, it is argued, 
"significantly contributes to a heightened awareness of risk, danger and 
18 See Alexander Doty ( 1994) for a discussion of the interpretive acts of lesbian, gay and bisexual 
audiences in relation to popular cultural texts. In contrast, Teresa de Lauretis (1991) offers an 
alternative framework for producing "a new inscription of the social subject in representation ... modes 
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uncertainty" (p. 8). Accordingly, the process of living in and responding to this 
risk culture establishes the dominant discursive frameworks of both domains of 
health promotion and popular culture. In contrast, the current study is more 
concerned to take up notions of govern mentality and health promotion (discussed by 
Lupton in other works but not adopted in this most recent analysis) and their 
application to both representational practice and the work of health educators and 
"cultural technicians" of the television industry. These areas of specialisation of 
the current project explain the decision to exclude, for example, an ethnographic 
component from the scope of this research. 
In summary, this thesis recognises the problems inherent in approaching a subject 
like AIDS from a wholly representational model and turns to the area of 
governmentality studies to look at the "revisions" that theorists working in this 
area have made to the traditional concerns of cultural theory and cultural studies. 
This thesis looks at strategies for the care of the self and for the good administration 
of the population through a continual problematisation of the social field that 
surrounds HIV and AIDS in Australia. In this way, it is a project that is designed to 
address more than just cultural construction. It is not an exercise in proving 
simply that AIDS is culturally constructed; instead it looks to both textual 
representation and those specific contexts of production found in the domains of 
health education, policy and practice and the various sites of television production 
in order to explain how certain meanings have evolved. 19 It looks at how it is 
possible to maintain a level of creative agency within both domains of the 
broadcasting system and public health. An understanding of this process can suggest 
important sites of intervention and influence, points for the negotiation and 
contestation of meaning in both the cultural construction of AIDS in the mainstream 
media and the interactions of culture and government and the operations of power 
within the liberal-democratic state of Australia in the 1980s and 1990s. 
of representing that effectively alter the standard frame of reference and visibility, the conditions of 
the visible, what can be seen and represented" (p. 224). 
19Chapters 1 and 4 will provide a more detailed account of the work in this area. Some key texts in 
cultural policy studies include Stuart Cunningham's (1992) Framing Culture; Tony Bennett's (1992) 
"Putting Policy into Cultural Studies" and (1 993) "Useful Culture;" and Colin Mercer's (1994) 
"Cultural Policy: Research and the government imperative." Gay Hawkins' (1993) study of the 
community arts movement and its place within arts funding in Australia, From Nimbin to Mardi Gras, 
provides a useful adaptation of the methods of cultural policy studies and a practical indication of the 
"positive" aspects of participation in the policy process. Michael Bartos (1996) also draws attention to 
the benefits for gay men of an active participation within the processes of governmentality. 
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3 Methodology: use of primary sources 
3. 1 Health education 
As the focus of this project was to be the development, form and content of the 
national AIDS campaigns, the primary site of production was the HIV I AIDS unit 
within the Commonwealth Health Department.2o 
The analysis of the "products" of this unit and of the role of the Department as a site 
of policy and program development began with the tracing of all national media 
campaigns and supporting documentation such as evaluative reports and research 
commissioned by the Department concerning health education strategies. Many of 
these reports and publications were freely available from the AIDS unit. 
Following the approach to primary material adopted by Gay Hawkins (1994) in her 
study of the Community Arts Program of the Australia Council, it was decided that 
the analysis of video-tapes of the national campaigns and of written reports should 
be supplemented by a series of personal interviews with staff working within this 
unit within the AIDS unit. In addition, I was interested in a critique of the work of 
the Department from another key AIDS organisation, and a "partner" of the 
Department, the Australian Federation of AIDS Organisations. The personnel chosen 
for interview were the Director of the AIDS unit, Craig Patterson (a former 
Education Manager with the Queensland AIDS Council); a long-time member of the 
AIDS unit, former Assistant Director Jo Dougal, who had joined the unit in the 
aftermath of the Grim Reaper Campaign in 1987 and remained there until 
transferring to another section of the Health Department in early 1996; and the gay 
education and liaison officer between the Department itself and AFAO, Assistant 
Director in the Education Unit Michael Sparks. From AFAO, Paul Martin, a Project 
Officer within the Gay Education Strategies division, was interviewed in order to 
obtain his perspective on the activities of the Department and its relationship with 
AFAO and its various member organisations.z1 
It should be noted that both Patterson and Martin were known to me through my own 
work on various projects involving the Queensland AIDS Council. In addition, Sparks 
20 Prior to the March 1996 federal election, AIDS/Communicable Diseases formed a section within the 
Public Education Division of the Commonwealth Department of Human Services and Health. The 
Education Unit, within AIDS/Communicable Diseases, was managed by Director Craig Patterson. 
21 It is acknowledged that an examination of the activities of these member organisations and various 
other groups working in the community sphere is outside the scope of this project. For a detailed 
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was known to me through a university colleague. Although the fact that these 
individuals occupied these positions at the same point in time was a fortunate 
coincidence, the extent to which such personal links assists in establishing a 
conducive and frank environment for discussion should not be underestimated. 
Similarly, several of the interviews of television personnel were aided considerably 
by disclosure of my own background, including my participation in local AIDS 
education campaigns. 
3. 2 Television drama 
3. 2. 1 Locating HIV I AIDS audiovisual sources and commentary 
The approach to establishing a database of all television drama representations of 
HIV I AIDS was based on both established academic research methods, and on 
information obtained from professional and community networks. 
The research began with a systematic search of Australian and international 
bibliographic databases and search engines (including APAIS, Social Sciences Index, 
MLA index, FirstSearch, Uncover, Current Contents). By far the most productive 
database was APAIS, which listed articles from publications as diverse as Quadrant 
and OutRage. In addition to providing a useful source of documentation of television 
comment since the late 1980s, APAIS offered an invaluable (if small) pool of 
current comment from both media academics and television writers. 
The second source for establishing the existence of past episodes was through a 
thorough investigation of the holdings and files of several state AIDS councils. Most 
of this work was able to be performed in Brisbane by examining the central holdings 
of national gay magazines, OutRage and Campaign and local publications, Queensland 
Pride and Brother/Sister. These searches were supplemented by research in the 
libraries of both the AIDS Council of New South Wales and the Victorian AIDS 
Council.22 Some reference to all of the programs examined in Part Two of this study 
can be found in at least one of these publications. In addition, at least half of the 
video copies of the programs under examination were obtained through the holdings 
of the three east coast AIDS councils. 
discussion of the activities and influence of more localised health and community response, see, for 
example, Denis Altman's (1994) Power and Community. 
22 Research trips for these and other purposes were funded by both a CARG scholarship and support 
from the School of Media and Journalism, QUT. This assistance is gratefully acknowledged. 
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Finally, information concerning the existence of AIDS storylines in Australian 
television drama and comment on those programs were obtained through the 
extensive knowledge of media studies academics and the (sometimes intersecting) 
network of gay and lesbian academics and activists. In addition, a valuable source of 
information about these programs in relation to their audiences was available 
through community based seminars and film and video festivals. 
A record of major HIV I AIDS and related episodes of Australian television drama 
appears in Appendix Two. 
3. 2. 2 Interviews with production personnel 
Where there was any suggestion of the existence of an episode with an HIV or AIDS 
plot, a lesbian or gay character, or a safe sex storyline which might raise the 
subject of HIV incidentally, an approach was made to the production company and/ or 
the network to confirm this. On occasion, this information would prove incorrect; 
for example, a suggestion of a needlestick injury in Police Rescuewaschecked and 
rejected by the archivist at the ABC who consulted the Network's holdings. In cases 
where the episodes were only available through production companies or networks, 
all holders of tapes were extremely helpful in providing assistance, and in some 
instances making themselves available for comment. 
Where it was possible, I interviewed the producer of the program concerned to 
obtain a view of the circumstances surrounding the production and presentation of 
the HIV I AIDS episodes. For reasons that are explained more fully in Part Two, the 
producer was chosen partly because he or she is the figure in television production 
who is generally regarded as the most authoritative, and also because the producer 
invariably has a more coherent view of how these usually controversial episodes fit 
within the fabric of the ongoing series. The Executive Producer of A Country 
Practice, for example, offered a perspective on the changing circumstances of 
representing HIV in Australia over a ten year period from 1986 to 1996 (and 
indeed, in the delay in incorporating the subject of HIV within a series which 
foregrounded the interaction of medical/social issues and human relations). In 
contrast to the figure of the producer, writers and directors are often employed on a 
contract basis and do not remain with the series for long periods of time. 
Despite this important role of the producer, however, the varying opinions of other 
creative players such as writers and actors were sought where possible. Where it 
was not possible or practical to speak directly to key players in these series, 
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primary material was supplemented with comment from actors, writers and 
directors obtained from both the mainstream press and gay and lesbian press. The 
willingness of actors and other production personnel involved in Pacific Drive, and 
particularly their involvement with the gay and lesbian press, provided a valuable 
insight into the ways in which the program was constructed by its producers and 
marketing personnel; that is, how it was presented publicly within the tapestry of 
Australian television drama. 
A list of the creative personnel interviewed for this study is included in Appendix 
One, and various published accounts of comments from producers, directors, 
writers and actors appear in the Bibliography. 
4 Scheme of the thesis 
The aim of the thesis in providing an industry and policy context for the 
representation of HIV and AIDS is reflected in its two part structure. 
Part Two is comprised of a number of case studies of television drama programs 
incorporating storylines dealing with HIV, AIDS and safe sex. Part One fills in the 
background for these case studies, providing an overview of the wider social field: 
the processes for the cultural construction of meaning around AIDS, the conditions 
for generation of AIDS policy and campaigns, and the pre-conditions for the 
production of television drama in Australia. 
In Part One, Chapter One will enlarge on the most productive areas of research 
identified above. The first half of the chapter concentrates on specific observations 
made by cultural theory critics on the generation of meanings around AIDS that are 
of use in the current study. It then moves on in the second half to propose an 
approach based on a study of the wider conditions of governmentality and the 
management of both individuals and society in an "era of AIDS," thus drawing on 
work in the areas of cultural policy studies and the sociology of health. The second 
chapter draws on this latter approach to examine the policy context as well as the 
programs and campaigns of the National AIDS Strategy. Finally, the third chapter 
looks at conditions for television representation in Australia - industry, regulatory 
and textual/ generic conventions - that provide the framework for any act of 
"problematising" social issues in television drama. 
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Part Two charts the representation of AIDS in individual television drama episodes 
and series. Following a short Introduction to these case studies, the following five 
chapters provide a comprehensive record of all HIV I AIDS narratives in Australian 
drama series until mid 1996.23 This part is organised in such a way that it moves 
from overtly pro-social series ( GP, Chapter Four and A Country Practice, Chapter 
Five); through to popular soap operas that employ the pro-social mode of address at 
key moments in the representation of social issues (Neighbours, Home and Awayand 
E Street, Chapter Six); and finally, to two series which modify and challenge both 
these generic forms (Pacific Drive, Chapter Seven and Heartbreak High, Chapter 
Eight). 
The Conclusion provides a collective assessment of these programs. It consolidates 
the arguments (presented in the Introduction and Chapter One and developed 
throughout the remaining chapters) for the links between the images and discourses 
of the national campaigns and those of popular culture. 
23 Part Two traces HIV/AIDS storylines in television drama series dating from 1986 (with earlier 
illustrations of gay narratives in the case of A Country Practice). Most of these were known to the 
writer beforehand. Scholarly and popular reviews and critiques and existing databases were searched 
as a first step in tracing these episodes. The extensive collections of gay and lesbian newspapers held 
by state AIDS councils as well as university and public libraries were then searched. Following this, 
television production companies, networks and freelance writers were approached in cases where 
there was any suggestion that an HIV/AIDS narrative had been produced. Finally, an informal means of 
verification was provided through extensive personal contact with the "active audience" members of 
HIV educators and participants in gay and lesbian forums and film and video events, and through 
contact with colleagues in film and media studies. While the record provided by Part Two attempts to 
be comprehensive, it is possible that occasional minor storylines may have been overlooked. 
Chapter One 
Constructing AIDS: the social and the self 
1 Introduction 
The Grim Reaper AIDS advertisement (launched in 1987) and the HIV Doesn't 
Discriminate advertisement (launched in 1993) stand as bookend campaigns in 
the National HIV I AIDS Strategy. They are the first and last of the national 
television AIDS campaigns and their themes and tone accurately reflect a 
significant shift in the conceptualisation of both people with HIV and AIDS and the 
society in which they live. 1 
Over a similar time frame, television drama series also reflect an "evolution" in 
their approach to the representation of AIDS. The first AIDS episode in Australian 
drama in 1986 encapsulated the shock and disbelief surrounding the arrival of 
AIDS in outback New South Wales. A decade later, Australia's only late night soap 
opera incorporated a permanent HIV positive character into its cast of glamorous, 
affluent and sexually active coastal residents. z 
This chapter looks at the construction of AIDS as both a personal illness and a 
social ill. It charts dominant discursive frameworks through which AIDS has been 
comprehended and proposes a framework for understanding the connections 
between the two domains of television drama and government campaigns. The 
chapter ends by outlining the concept of governmentality proposed by Michel 
Foucault and adapted by various cultural policy theorists and some researchers 
working in the field of the sociology of health. This methodology foregrounds the 
dual operation of governmentality in the modern administrative state; 
specifically, the complementary relationship of strategies for the good 
administration of the population and those for the care of the self. The chapter 
argues that at key moments in the successive ALP administrations in the 1980s 
and early 1990s, these aspects of governmentality operated in conjunction with an 
1 A chronology of these campaigns and an explanation of the shift in emphasis away from national, 
mass media campaigns is provided in Chapter Two. 
2The first AIDS episode on Australian television drama was "Return of the Hero," Flying Doctors, 
1986; the first (and as at mid 1996 the only) permanent HIV positive character appeared in Pacific 
Drive. 
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expression of social-democratic policy that embraces a more inclusive vision of 
citizenship than that imagined in the liberal-democratic version. Chapter One 
therefore leads directly into the following chapter which embarks on a detailed 
examination of the national AIDS media campaigns and the role of policy and 
project workers within the Department of Health as active agents in the 
negotiation of meanings of HIV and AIDS in these campaigns. 
2 Cultural construction: the signification of AIDS 
Cultural theorists have suggested that at any one point everything we know about 
AIDS is flavoured by previous representations - prior constructions of the virus, 
the syndrome, and people associated with them.3 Furthermore, in attempting to 
conceive of AIDS, we inevitably draw on other, pre-existing cultural assumptions 
and personal beliefs associated with concepts of illness and well-being, sex and 
sexuality, compassion and culpability. 
In the 1970s Susan Sontag (in Illness as Metaphor, 1979) spoke of the 
overdetermined nature of the concept of cancer, of the predictable and established 
ways we have developed for thinking and representing cancer as a very serious and 
threatening health issue. In the 1980s, Sontag (in AIDS as Metaphor, 1988) 
extended her initial theory, applying a similar approach to the subject of AIDS: 
[f]or several generations now, the generic idea of death has been a death 
from cancer, and a cancer death is experienced as a generic defeat. Now the 
generic rebuke to life and to hope is AIDS (p. 24). 
Sontag's broad cultural critique is valuable in underlining the continual 
reinforcement of certain ways of speaking about and imaging disease. She focuses 
on the use of metaphor as a discursive tool which we use to familiarise ourselves 
with something as foreign, "alien" as AIDS. Sontag's simple statement, "one 
cannot think without metaphors" ( 1988, p. 5) underlines the inevitable 
recycling of images and discourses in the representation of AIDS. 
Paula Treichler takes a similar approach and describes the generation of meanings 
of AIDS as an "epidemic of signification." Treichler (1988, p. 32) argues that we 
have experienced an "epidemic of meanings," an "epidemic of signification:" just 
3Much of the work in this chapter draws on the research of a number of key cultural theorists 
including Paula Treichler, Cindy Patton, Douglas Crimp, and Simon Watney (see works listed by these 
authors in the Bibliography). 
as an escalation in transmission of the virus was experienced in the mid to late 
1980s, so too did notions of HIV and AIDS build and multiply. Within this 
discursive epidemic, it is impossible to isolate a single "meaning" or origin of 
"AIDS" because there is a constant creation and constant revision of the concept of 
AIDS-ness, of what we have come to recognise as the "representations of AIDS." 
Almost as soon as one meaning can be distinguished in operation, another can be 
seen to modify the first. 
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The relevance of the work of Sontag and Treichler can be seen in a recent 
Australian health education campaign. A survey evaluation that accompanied the 
national HIV Doesn't Discriminate television advertisement in 1993 framed the 
campaign objectives and outcomes by invoking a comparison to the spectre of 
cancer: "[a]fter the running of the new Anti-Discrimination campaign, AIDS 
ranked equal to (if not slightly ahead) of [sic] cancer as the community's No. 1 
concern."4 While the survey's documentation of "issue saliency" and "message 
take out" is useful in providing interpretations of the importance of AIDS in 
people's lives at a given time in a specific social and cultural context, it says little 
of the implications of associating AIDS with cancer. This practice of cultural 
familiarisation is addressed in this chapter. 
What emerges from the writings of cultural theorists like Sontag, Treichler and 
Cindy Patton is the proposal that AIDS is a disease which is being culturally 
experienced in a way that is characteristic of its era. Certainly the abundance of 
metaphors for the epidemic and images of its "perpetrators" and its "sufferers" 
exhibit the multiplicity of prior representations which is seen to be 
characteristically "postmodern:" that "priority of writing, priority of 
television, priority of the chain of metaphors in which the object is constructed" 
(Frow, 1991, p. 2). Specifically, the mass media has offered a plethora of images 
and discourses of AIDS as a means of understanding this new "phenomenon." 
However, to acknowledge the "postmodern" nature of this process is not to 
propose, as Roberta McGrath does ( 1990, p. 144), a new (largely pedagogical) 
characterisation of AIDS as "the first postmodern disease" with HIV as "a 
simulacrum of DNA" (p. 144) (see also Weeks, 1990).5 While it might be more 
accurate to describe AIDS as a disease experienced within a society characterised 
by "postmodern" cultural formations such as this complex system of 
4commonwealth Department of Health, Housing, Local Government and Community Services (1993, 
unpaginated), "Executive Summary of Major Research Findings: 1.0 Issue Saliency." 
5 The building and reproduction of infection noted in McGrath's assertion that HIV threatens to 
"dissolve it [the body] from within" would suggest that HIV serves the inverse function of DNA, 
rather than acting as a simulacrum. 
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signification, the second part of this chapter will argue that there are other 
aspects of contemporary Australian government and culture that are equally as 
significant in the shaping of AIDS meanings. 
Relevant aspects of Australian governmentality are explored below; for now it is 
important to acknowledge a number of contributions from the field of cultural 
theory to the understanding of these processes of meaning formation. Most 
significantly, cultural theorists have emphasised that there is no "natural," 
essential experience of AIDS. Paula Treichler, for example, cautions against the 
practice of constructing scientific or medical assertions about the disease and its 
effects as though "a scientific assertion about a virus stood for a referent rather 
than a sign" (1992a, p. 75). And drawing on postmodernism's theory of the loss 
of a sense of the "real," McGowan ( 1992, p. 183) suggests that the illusive 
"referent" of HIV or AIDS is an effect of its sign, rather than its source. 
McGowan's observation effectively breaks the link of causation between images of 
pariahs or victims of AIDS with the various ;real-life experiences of people living 
with HIV and AIDS. It rejects the implication that "representations" of AIDS - of 
the "human face of AIDS" for example- are the new truths or the new realities of 
living with illness. It also highlights the epistemological nature rather than the 
ontological value of such representations since, in a sense, everyone is "seduced" 
into the system of signification. 
This relationship between representation and reality was particularly important 
to people living with AIDS and AIDS activists during times of intense media 
attention (such as that surrounding the death of Rock Hudson) in the mid 1980s 
(see Yingling, 1991; Meyer, 1991; O'Hara, 1987; Lupton, 1994). In such 
circumstances, the appeal of theories of social constructionism is understandable 
and David Halperin (1993) has described Foucault's History of Sexuality 
Volume 1 as the new manifesto of many queer theorists and activists in the late 
1980s and 1990s. The relevance of social constructionist, even postmodernist 
accounts of meaning production is evident, for example in Mike Gane's ( 1991, p. 
9 6) interpretation of Jean Baudrillard' s notion of the "reality principle." 6 Gane 
suggests that: 
61n "Simulations" (1983) Baudrillard describes as the "reality principle" the posturing of the existence 
of the real - the assertion that there must truly be such an entity in order for the speaker to retain 
the integrity of their own position. Operating to maintain the reality principle while concurrently 
undermining the possibility of the real itself (the referent), is the postmodern phenomenon of 
"simulation" - "the generation by models of a real without origin or reality: a hyperreal." 
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no adequate analysis of systems of representation can, simply, refer to the 
'real' world (the referent), as if this was unproblematic. Indeed, it is 
necessary to include in any discussion the emergence of the very concept of 
the real world, and 'nature' in its proper context. What tends to happen ... 
is that in each pha~e of representation a former, dominant conception of the 
'real' is taken as the reference model of a 'current' reality, always already 
out of date ... " 
The critique of the "reality principle" operating in relation to AIDS would reject 
the idea conveyed in mainstream press accounts in the 1980s that people living 
with HIV and AIDS are inherently predisposed towards illness and disease. Sue-
Ellen Case (1993) has said of expectations around lesbian gender roles, "roles 
are played in signs themselves and not in ontologies" (p. 304) and this applies 
equally to the figures of the "HIV positive person" or the "AIDS carrier." 
Clearly, this cultural studies approach is based on an expansive notion of 
"culture" and relies heavily of the place of discourse to explain the processes of 
meaning formation. For theorists working within the field of cultural studies, 
culture itself can be described as the "network of representations- texts, images, 
talk, codes of behaviour, and the narrative structures organising these - which 
shapes every aspect of social life" (Frow and Morris, 1994, p. viii).? 
Central to this conception of culture (and of the part of television, for example, 
within this) is the notion of discourse. Discourse can be seen as either a specific, 
single strand of this notion of culture - that is, a particular linguistic exchange -
or, on a broader level, as a mode of representation or construction of meaning 
around a subject. Thus John Fiske ( 1 987, p. 14) adopts a definition of discourse 
as follows: " [ d] iscourse is a language or system of representation that has 
developed socially in order to make and circulate a coherent set of meanings about 
an important topic area." The way in which it will be used here is in this second 
sense, on the understanding that discourses of AIDS which circulate through 
television texts play an important role in constructing our cultural understanding 
of the disease. The analysis of various television texts will aim to examine the 
discursive conditions under which television drama, principally, is made in 
Australia; that is, how do the discourses of social justice or sexual freedom, for 
7This approach is based on the anthropological model of culture which looks to the signifying 
practices, the codes and conventions and the discursive and narrative structures of everyday and 
social life. It has been the foundation of cultural studies under leading theorists such as Raymond 
Williams (1958, 1961) and replaces a concept of culture concerned with aesthetics, objects and 
artefacts. 
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example, operate in setting the conditions under which AIDS is discussed in these 
programs?8 
Thus it is important to recognise that there are certain epistemological 
frameworks through which we can think about and represent AIDS in our culture. 
At one stage the dominant framework for understanding AIDS was one of contagion 
and contamination; over time there was a conceptual shift in how AIDS could be 
understood. The existence of certain meanings, and the absence of other 
possibilities is not a random configuration - there is some order or arrangement 
to this. There are limited ways we have of thinking about and understanding both 
existing phenomena and as yet unknown events. Implicit in what people cb think of 
AIDS, in any of its manifestations, is what people can think of AIDS. While 
recognising the need for local, strategic interventions in improving AIDS policy, 
treatment and education, it must be understood that there are no natural, objective 
understandings of AIDS that exist outside of the ways we have for understanding 
and relating to such things. To "know" that HIV is a human retrovirus which is 
transmitted in certain ways and has a reasonably predictable capacity to trigger 
certain illnesses would appear to be a reliable, solid piece of information - a 
"fact." But this fact will inevitably be placed by a series of organising discourses 
that structure - or attempt to provide - a coherent explanation (or narrative) for 
AIDS. 
One of the most significant of these organising discourses is that of biomedicine. 
All illnesses are not conceived in the same way, they are constructed and 
represented differently. There is no "level playing field" from which we begin to 
"learn" certain attitudes toward diseases as different as AIDS, breast cancer, 
Alzheimer's or even leprosy. Further, "illness" itself is a concept to which a 
range of meanings attaches, including the distinctions between health and illness, 
strength and weakness, self and other. Donna Haraway speaks of the "facticity" of 
biological discourse and suggests that "[s]cientific discourses are "lumpy"; they 
contain and enact condensed contestations for meanings and practices" ( 1989, p. 
4; see also Horton, 1989). Metaphors of old world exploration and future world 
colonisation merge at the site of "discovery:" a point of culmination, a point of 
origin, and, in the race for the identification and naming of the HIV virus, the 
locus of a truly extraordinary series of events, admirably fitting the sobriety of 
the topic. 
8The more general term, "discourses of AIDS," will also be used to indicate both a "collective" notion 
of all these individual contributing discourses as well as a "single strand" within these discourses of 
social justice, sexual freedom etc. 
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One important function of biomedical discourse has been to continually cast disease 
in terms of its relation to a "cure." Daniel Selden (1993, p. 223) warns of the 
act of embracing the notion of the cure. He asserts that the possibility of such can, 
of course, never be something to dismiss out of hand, but that: 
one begins to suspect that this remedy, among other things, will serve to 
ratify a cultural agenda which effectively organised the entire drama in the 
first place. 
Rather than accept a characterisation of "medical advance," therefore, we need to 
recognise the capacity of biomedicine to order the narrative (and the players) in 
the "drama" of AIDS. 
3 Naming AIDS 
An important part of this process of "managing" AIDS was the act of naming both 
the syndrome and the virus- the construction of a "disease" within a paradigm of 
"epidemic." 
Various accounts of the "history of AIDS" suggest that the first stages of its 
presence within Western societies in the early 1 980s saw the development of a 
systematic frame of reference and a totalised language for the new experience of 
AIDS (see Padgug, 1987; Grover, 1989; Segal, 1989; Carr, 1992). Paula 
Treichler ( 1992a, p. 7 5) has argued that this situation exemplifies an important 
practice in Western medicine not confined to AIDS: a patient comes to a physician 
with an illness but leaves with a disease. In this way, the physiological 
manifestations of the virus only achieve meaning through their classification as 
HIV I AIDS. This classification brings with it a series of assumptions concerning, 
for example, both the patient and the appropriate methods of (and reasons for) 
treatment. 
This process of naming AIDS and HIV dates from 1982. As Jeffrey Weeks (1990) 
and Cindy Patton ( 1990) among others, point out, the period in the US 
immediately before the recognition of infection among gay men constitutes a "pre-
history" of AIDS that is often overlooked. The first report charting the incidence 
of these diseases and suggesting some new condition did not appear until the June 
5, 1981 edition of the health journal Morbidity and Mortality Weekly Report. If 
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the source of this report was any indication, the outlook was not good. Patton 
refers to the infection among IV drug users: 
AIDS went unrecognised in the late 1970s in the "junky pneumonia" 
epidemic in New York City; no one was surprised that junkies were dying, 
no one took much notice ( 1990, p. 128). 
This disregard for an already marginalised group illustrates how the history of 
AIDS is actually a history of intersecting stories. Jeffrey Weeks speaks of the gay 
men who became ill in 1981 and notes that "these individuals had been 
unknowingly in contact with the virus perhaps years before, in another history 
that they were becoming subjects of" ( 1990, p. 133). This wasn't simply their 
case history that they related to their physicians; the histories of these people 
became the history of AIDS itself. Thus Weeks continues: 
whatever, and wherever the origins, AIDS emerged at a particular 
historical moment that irrevocably constructed it as a cultural entity as 
much as an anguished individual and collective experience (p. 133). 9 
The difficulty of establishing "disease" status is of course linked to the lack of 
understanding of origin and effect, and it is in this period of uncertainty that a 
framework for discussing the new "gay cancer" developed. All that was "known" 
at the time was this incidence among gay men; hence, "gay-ness" became the 
defining characteristic. The name given to this new condition locked in certain 
assumptions about its epidemiological incidence and its biomedical significance: 
until 1982 it was known as GRID (Gay Related Immune Deficiency). 
This initial characterisation of the disease played an integral part in the 
development of an overall coherent picture of AIDS, particularly owing to the fact 
that until 1983 it was unknown how GRID/ AIDS was transmitted (the role of the 
virus was not established). By 1983, the complaint was reg?rded as no longer the 
exclusive concern of gay men and their physicians. By this stage, however, the 
pre-conditions for a distinction between the wider community and various 
sectional interests had been set. The mainstreaming of the disease according to a 
9The nomination of "origins" does, of course, invite other problems. Simon Watney (1993, p. 204) 
has observed that "the 'truth' of AIDS also resolutely insists that the point of emergence of the 
virus should be identified as its cause. Epidemiology is thus replaced by a moral etiology of 
disease ... " Even in 1993, documentary television declared that to "understand" the current 
formations of the disease (and to understand is our duty as global citizens), we must go back to 
"where civilisation began ... the dawn of mankind is in the African Savanna" (Invisible Enemies, SBS TV, 
23-5-93). 
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"now it's serious" formula (with the manifestation of the notion of protection) 
did not occur until the mid to late 1980s, and as Gerald Oppenheimer ( 1 988, p. 
286) notes, the shift from concerns about membership of a high risk group to that 
of high risk behaviour did not occur until attention began to focus on the threat of 
heterosexual transmission. In Australia (where the first case was not reported 
until 1982) this further involved the importation of an already existing history. 
As Deborah Lupton ( 1 994a) has documented, tabloid headlines and news and 
current affairs spots faithfully chronicled the incidence of the new disease in the 
US, establishing;a protectionist (if not xenophobic) context of imported 
impurity .1 o The early epidemiological impact shaped the epistemological 
framework for conceptualising AIDS and its "victims" in terms of the new "gay 
disease." Hence, when the mainstreaming strategies were formulated in the mid 
1980s, campaigns such as the Grim Reaper advertisement attempted to counteract 
earlier constructions of the disease: "at first we thought only gays and IV drug 
users were being killed by AIDS/But now we know everyone of us could be 
devastated by it." 
Throughout this process then, the association with sexuality was clearly ingrained 
in Western culture's conceptualisation of the disease. The shift to "AIDS" in 1983 
was an important step since it marked the new condition as a syndrome of various 
illnesses rather than one identifiable disease of homosexual men and injecting drug 
users. The recognition of the role of the virus HIV was also crucial, as it offered a 
way of conceptualising AIDS in a seemingly objective biomedical way, of severing 
the biomedical "complaint" from the larger social "condition" of AIDS. At this 
point it was feasible for anyone to pass on the virus through the exchange of bodily 
fluids. Certainly, some practices remained more likely to transmit HIV, but 
knowledge of the virus provided the opportunity to redefine the disease. 
With the advent of a test, a standard was devised that could pinpoint those "with" 
and those "without" the virus. The discovery of the virus and the contingent 
"test" redefined the disease- in terms of risk. The discourse of "risk" had of 
course always been a part of gay men's experience of AIDS and although in the 
early stages of the disease it appeared that the disease was spread with sexual 
contact, nothing was certain, including the kinds of sexual practice that might be 
1 0This importation of the virus also meant the importation, to some degree, of the treatment mode 
of immunological boosting - a practice which was to be adapted upon the discovery of the virus to 
anti-viral treatment, and later to trials of combination therapies. The focus on increasing immunity in 
some respects valorised the associations of immune "deficiency" with those of lifestyle degradation 
resulting from, it was suggested, an excess of sex, drugs and high disposable incomes (all of which 
were now seen to require medical attention and repair). 
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the means of transmission. 11 This struggle for naming rights emerged around the 
principles of ownership of knowledge of AIDS - amongst the medical community 
(most notably,. between the French and US research teams), government health 
officials, the mainstream press, and the gay community. Significantly, it was the 
same year in which "AIDS" came into usage that the concept of "safe sex" gained 
currency. Both the practice of safe sex and the act of naming that practice and 
allowing it to be propagated and reformulated into educative strategies to cope with 
the risks of transmission were, as Douglas Crimp argues, invented by gay people 
( 1988b, p. 253). This was a key moment in the "ownership" stakes of HIV: it 
made possible the framing of safe sex messages aimed at gay men in a gay "sexual 
vernacular" which "views sexual performance, sexual identities and sexual 
networks as constructed in and as language" (Patton, 1991, p. 44). It therefore 
provided an alternative discourse to that of medical practitioners and health 
authorities that could be monitored and controlled by the communities directly 
affected. 
In the US, the mobilisation of the gay vernacular also witnessed the mobilisation of 
the conservative political lobby. In the much publicised incident of the "Helms 
amendments," funding for AIDS education programs was severely curtailed, and 
similar restrictions were introduced in the UK by way of an amendment to Section 
28 of the Local Government Act (see Patton, 1990, pp 55-57). In effect, the test 
for HIV played a significant part in the social agenda of the "Radical Right" -it 
provided a means of potential segregation (through suggestions of compulsory 
testing and quarantining) and of active discrimination (for example, through 
employment). Furthermore, it provided a method of labelling people as "positive" 
and the meaning of AIDS for a person affected came to hinge on the results of the 
test and their antibody status. Richard Goldstein ( 1989) claims that people 
became less afraid of dying than of the stigma they faced in the period before, so 
that fears of the HIV test were more to do with a "positive result" than with death. 
Patton succinctly expresses the nature of the construction of a test result: 
[t]he "test" is a series of events, not a moment of transcendentally 
assessing truth; there are important differences between a reactive 
ELISA/Western Blot (what happens in the lab) and a positive test (the 
interpretation made in the counselling setting and modified in the 
1 11ndeed, the debate still continues as to the risks associated with oral sex; it is only recently that 
advice from Australian medical and education sources has been as cautious as that emerging from the 
US. For an analysis of the wider implications of constructing behaviour in terms of "risk," see Petersen 
and Lupton (1996) and Tulloch and Lupton (1997). 
subsequent social interactions of the person who has tested) ( 1990, p. 
34). 
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Part of the problem of AIDS, then, at the time of naming both the syndrome and the -, 
virus, was the question of facing something new. Patton outlines the debate over 
whether AIDS was in fact a "new" disease, or a variation on something known-
either way its fatality was a shock for Western cultures which had oriented their 
views of epidemic illnesses in the light of recent medical advances, placing older 
threats to mortality under the control of modern biomedical and technological 
advance. In the 1970s, finding a cure for cancer was only a matter of time, yet 
before this first cure could be "discovered," another new and unknown illness 
arrived, thereby questioning assumptions about medical and scientific 
"progress." It is fundamental to the evolving conception of AIDS, therefore, that 
medicine had enshrined the notion of epidemics within its own capacity to manage 
such a phenomenon. Thus, as noted by Sontag above, an effort to make the new 
disease of AIDS manageable within known and trusted paradigms was made through 
the analogy with cancer: soon there was a quest for the "cure" for AIDS. 
In the process of this confusion and uncertainty and in the light of the possibility 
of isolating the "origin" and impact of the disease to the already disenfranchised 
communities of gay men and IV drug users, the complete package of "AIDS" came to 
overtake the medical status of the virus and its associated illnesses. As Adam Carr 
{1992, p. 4) has argued, 
[h]ad the whole picture of HIV infection and its consequences been known in 
1982, the term "AIDS" would never have been coined. Instead, we would 
refer to the various stages of "HIV disease." 
This distinction between the virus and the disease is further explored by both 
Patton (J 990) and Judith Williamson ( 1989). Patton asserts that "[t]he 
narrative of AIDS overdetermines the virus, HIV ... AIDS precedes HIV" {pp. 128-
29). Williamson continues this: "the intentionless HIV virus enters our highly 
coded culture, saturated as it is with teleological structures, narratives that seem 
to be going somewhere" (p. 69). 
This teleology is not one that measures the physiological manifestations of the HIV 
virus; it is a reference to the social and cultural ramifications of being diagnosed 
HIV positive. According to Williamson's theory, HIV enters a culture that already 
has very defined ways of dealing with sexuality, the body and illness. This does not 
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mean that our experience of AIDS has to conform with existing notions of illness, 
but that it is subject to this system of management; that is, of being able to be 
understood as new "information" in a coherent way. The "discovery" and the 
naming of the virus HIV is a concise example of this. It was three years after the 
naming of AIDS and two years after the existence of the virus was discovered that 
the name HIV was settled upon: from 1984 to 1986 the virus was known either as 
HTLV-111 or LAV, according to the observer's allegiance to either of two medical 
teams, the American or the French. In her analysis of the story of the discovery of 
HIV Jamie Feldman (1992) takes issue with the power of narrative in shaping 
scientific inquiry. Feldman succinctly outlines the events involved and plausibly 
suggests that science gains credence not so much by the achievement of truth and 
reality, but by developing a reasonable framework for understanding phenomena, 
and that the right to issue information that stands as truth and fact comes from the 
power and authority of science as a discourse (p. 1 03).12 
What this analysis shows is that the claims of science to truth and objectivity can 
be fatally compromised by the narrative impulse contained in something as 
seemingly straightforward as the "identification" of a virus. This narrative 
impulse in scientific activity reverberates throughout the culture it "serves." 
Hence Feldman observes how the media contributed to the valorisation of scientific 
accounts. She provides the example of John Crewdson, a journalist with the 
Chicago Tribune. While Crewdson's project was to expose intellectual fraud, it was 
presented in such a way as to reveal scientific findings which failed to live up to 
our expectations of the rigour and reliability of biomedicine. 
In a related observation on the relationship between journalism and biomedicine, 
Deborah Lupton ( 1994a), in her extensive analysis of the print media's response 
to AIDS in Australia, points to the ways in which Australian journalists 
interpreted the "failure" of medicine and public health to eradicate AIDS before it 
became a threat to the general public in terms such as that of "apocalypse." Thus 
we can say that these Australian journalists seizing on the images of the Grim 
Reaper, along with medical authorities and public heath bodies, were caught up in 
what Foucault would see as the production of "true discourses" of AIDS. The 
overactive process of signifying AIDS has seen every kind of representation from 
12The distinction between the biological (the literal) and the literary (the figural) is also made by 
Lee Edelman (1989) when he says that the power to speak seriously is bound up with the power to 
speak literally so that "one of the most disturbing features that characterizes the discourse on AIDS 
in America is the way in which the literal is recurrently and tendentiously produced as a figure whose 
figurality remains strategically occluded" (p. 302). 
Woman's Day's star-advised awareness guide, "AIDS: The Biggest Myths" (Gold, 
1993) to the pronouncements of television drama series like Picket Fences. 
HIV and AIDS are part of this country's fabric now. Our only question now 
is how to deal with it ... 
It is this last domain, of television drama, that is the focus of Part Two of this 
study. The flow of ideas about AIDS is not just a proliferation of meanings, but of 
texts. Patton ( 1 990) speaks of the "textual nature" of life in the post modern era 
in which the "practice and interpretation of daily life is creative of and informed 
by texts" ( 159).1mportantly, media texts have been a fundamental part of this 
process of cultural acclimatisation of HIV and AIDS. Indeed, by the time that 
Philadelphia, the first mainstream feature film about AIDS, was made in 1994 it 
was necessary for one of the lead characters to greet the jury (literally) with the 
request, 
ladies and gentleman, I'd like you to forget everything you've seen on 
television and in films. 
Apart from illustrating the media's increasingly self-referential mode of 
operation and its self-legitimation, this emphasises the generation of meanings of 
AIDS in terms of discourse rather than through notions of "truth;" that is, the 
constructed nature of knowledge of AIDS. Moreover, the material above attests to 
the organisation of knowledge about AIDS - the fact that AIDS was managed, 
discursively. The media is a prime site of the construction of such meaning and of 
the cultural and social management of HIV I AIDS. 
4 Television and AIDS 
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Marcia Langton ( 1993, p. 33) makes an important observation in relation to the 
representation of Australian indigenous culture when she states that "Australians do 
not know and relate to Aboriginal culture. They relate to stories told by former 
colonists." The title of Langton's essay succinctly expresses this idea of the 
repetition of meanings and of the layering of the real with the layering of texts: 
"Well I heard it on the radio and I saw it on the television." 
Langton's argument reaches further than representations of Aboriginality- it 
addresses the absence of Aboriginal and Islander people in key creative roles in film 
and television making. However, just as representations of a society that contains 
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indigenous and colonist factions will produce interpretations of the colonist or 
indigenous "experience" within that society, representations of HIV and AIDS have 
inevitably found ways of fitting this "new" disease into existing social structures 
and institutions. And as Langton suggests, one of the most significant ways in which 
this generation of knowledge occurs is through the media. Once it is acknowledged 
that meanings of AIDS are culturally constructed, then the significance - if not the 
complexity - of the role of television is easily observed. Television, as noted in the 
Introduction, can now be regarded as one of the most important meaning-producing 
mediums in late twentieth century Western society. On a worldwide scale, television 
"reach" is phenomenal: in the introduction to Channels of Discourse, Reassembled, 
Robert C. Allen ( 1992, p. 1) asserts that each day, worldwide, there is a 
cumulative viewing time of 3.5 billion hours. 
From this position of the "fact" of the prominence of television sets and of the 
number of hours people spend watching those sets, it is important to progress to an 
understanding of "television" in a more conceptual sense; that is the affective 
presence or role of "television" in a society or culture. As Allen ( 1992) describes 
it, television is "one of a number of complex sign systems through which we 
experience and by which we know the world." Similarly, John Frow and Megan 
Morris_ (1993, p. xviii) provide a useful assessment of the social role of film and 
television when they observe that cultural studies is interested in 
the way such apparatuses [as television and film] work as points of 
concentration of social meaning as media (literally), the carriers of all the 
complex and conflictual practices of sociality. 
Thus television can be regarded as a key component of "culture"- as an important 
element in the process of shaping social life. John Fiske ( 1987, p. 1) describes this 
relation as "television-as -culture" (emphasis added), characterising television as 
"a crucial part of the social dynamics by which the social structure maintains 
itself." In its implication within and representation of the social, therefore, 
television contributes to the cultural construction of meanings about AIDS: it helps 
to "make sense" of HIV and AIDS. 
Specifically, the Second Part of this thesis will focus on the genre of television 
drama. No form of contemporary television is more implicated within the processes 
of "making sense" of AIDS - is more illustrative of the reflection and expression of 
"everyday life" in Australia and the place that HIV and AIDS can take within this-
than television drama. Speaking of contemporary soap opera (including the two 
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Australian soap operas, Neighbours and Home and Away), Roger Silverstone ( 1994, 
p. 73) has characterised the project of these serials as a "cultural exploration of 
the nature of the suburban." In these forms, television reproduces the social 
structure by presenting to its audiences the domestic situations in which television 
itself is experienced- the home, the household and the community. And in their 
continuing construction, elaboration and problematisation of the concept of 
"Australian society," television drama series have had occasion to explore the 
interaction of the subjects of HIV, AIDS and safe sex with existing social structures 
and social relations. These programs "locate" such subjects (both in 
epistemological as well as demographic and geographic terms) by framing them 
within a pre-existing figure of the community. 
These symbolic texts of AIDS are anchored to social reality through the 
representation of people, places, institutions, activities and attitudes that are seen 
to be drawn from their equivalent sites in social reality. This relationship between 
the textual expression of everyday life and its lived experience is important in 
evaluating the cultural "impact" of popular media representations of HIV and AIDS 
- in developing ways, as Allen put it, of knowing and experiencing the world. The 
implication of television within everyday Western lifestyles is profound and there 
is an increasing correlation between television schedules and the practices and 
routines of everyday life. Silverstone (1994) argues that the act of "watching 
television" has become a key component of western domesticity at the same time 
that its texts devote considerable space to the representation of that domesticity: 
[t]elevision has become embedded in the complex cultures of our own 
domesticity. We can no longer think of television as anything other than a 
necessary component of that domesticity without seeing both in the machine 
and on the screen a reflection and an expression of that domestic life (p. 24). 
The implication in Silverstone's argument is that it becomes increasingly difficult 
to separate the domain of "social reality" from the representation of that reality on 
television. Certainly, contemporary television has established practices for 
reiterating its own position in daily life. This can take the form of television news 
commenting on itself or drama programs engaging in overt network cross-
promotion, 13 or a more general practice of representing the pre-eminent place of 
13111ustrations of this cross-promotion are provided in the series considered in the following chapters; 
for example, the music to Blue Heelers emerging from a television in a scene from Home and Away; 
and the presentation of a "news bulletin" on the activities of the students of Hartley High by a well-
known Channel 1 0 newsreader in Heartbreak High. 
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television in giving meaning to (or at least a mode of articulation for) everyday 
life.1 4 
Some media critics have embarked on a close examination of the activities of 
communities of readers and the ways in which they redeploy literary and media 
texts, exhibiting a high degree of agency in the act of interpretation. It is in adopting 
this approach that John Tulloch ( 1990) speaks of the "experienced" world of 
viewers' social reality and the "mediated" world of television's construction of that 
world. Drawing on John Hartley's ( 1982) identification of these two states, Tulloch 
describes the reading practices of a community of elderly viewers. Like Silverstone 
and other critics, Tulloch concludes that soap operas "not only engage closely with 
'real time' but are intimately interwoven into their audience's real time" (p. 43). 
Tulloch's approach also allows him to make an important distinction between the 
textual constructions of community and the deployment of those texts by socially-
located viewers. He observed that the experienced world of this community of 
viewers reaches out to issues of immediate concern to this community; while the 
mediated world of social issues reaches in to viewers through a fictional 
construction of that community. Thus, 
[i]n this way the narrative protagonists of soap operas are known to elderly 
viewers; they dramatize (across a number of conflicting discourses) the 
practical agency of their audience. 
The "discipline" of reader and audience studies has generated a considerable volume 
of work attesting to the importance of the interpretive act in attributing meaning to 
any given text. 1s 
At this point, however, it is important to stress the role of this figure of the 
community in attempts to conceptualise AIDS, to further the process of cultural 
familiarisation. All television drama accounts of HIV and AIDS maintain a dual focus 
on the individual experience of AIDS - that is, on the personal attributes and 
activities of the "sufferer" - and on the place that this person takes (or is 
14For example, it is television that is the chief source of conflict when Karl Kennedy attempts to 
"simplify" the life of his family in Neighbours and it is a video project that is chosen for the 
expression of the students' frustration with the local police in an episode of Heartbreak High (1995). 
15See, for example, Morley (1980, 1986), Hobson (1982), Buckingham (1987), Radway (1991), 
Geraghty (1991 ), Brown (1994), Jenkins (1992). Although an ethnographic study such as that of 
Radway is outside the scope of this study, there is some consideration in Part Two of the gay and 
~ lesbian/HIV reading community surrounding several Australian television series. This examination of 
the forums of critique and review of popular cultural texts is closest in form to (although much less 
extensive than) Jenkins' (1992) study of fan culture. 
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allocated) within the surrounding social structure. Furthermore, all television 
drama series construct the issue of AIDS, to some extent, as a social issue. Most 
recent episodes have featured a theme of tolerance or freedom from discrimination 
in their explorations of the subject. 
These episodes, examined in detail in Part Two, can all be seen to engage with a 
"pro-social" discourse of liberal tolerance emphasising equal opportunity and 
freedom from discrimination, some advancing this mode of representation along 
more social democratic lines. Additionally, the final national media campaign 
launched by the Commonwealth Health Department was aimed not at preventing 
transmission, but at the "social" aspect of preventing discrimination against HIV 
positive people. Yet despite this evolving tradition of tolerance and inclusiveness, 
most accounts of the cultural construction of AIDS from cultural theorists have 
focussed on the practice of exclusion of HIV "subjectivity." These theorists 
frequently position people with HIV and their carers and supporters in opposition to 
both the figure of the "state" and that of the media. It is to this contradiction that we 
turn now in an attempt to provide an alternative framework for the generation of 
meanings around AIDS in Australia. 
5 HIV and the figure of exclusion 
Associated with this recurring theme of exclusion in relation to HIV is the 
mobilisation of the spectre of epidemic as a means of segregating parts of the 
population. 
The desire to define boundaries, to designate "safe" and "risky" spaces, is an 
impulse that cultural theorists have continually identified as a feature of AIDS 
discourses. Certainly, well-known gay texts like Larry Kramer's play The Normal 
Heart (1985) and Randy Shilts' journalistic record AndtheBandP/ayedOn 
( 1987) have documented the resistance in the US of the mainstream medical 
community as well as the Reagan government to entertain any discussion of the 
subject, to even enter into discussion. To this end, Gilbert Herdt (1992, p. 6) 
claims that when selective cultural beliefs or standards are applied in response to 
AIDS management 
at issue is an objectification of our cultural boundaries, a struggle for the 
symbolic definition of 'margin' and political 'mainstream'. 
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It is this distinction between the margin and the mainstream which drives most of 
cultural theory's approach to HIV and AIDS. And while the figure of the 
mainstream or the general public is also one that I wish to identify as integral to 
the Australian experience of cultural adaptation to HIV and AIDS, it is to a different 
end 
Under the cultural theory argument, the implicit notion of danger in AIDS arises 
precisely because AIDS threatens to break down the boundaries between self and 
Other - not only the physically and mentally well and the ill, but it threatens 
identity with categories of pre-constructed Others. Timothy Landers expresses 
this relationship as that between the body and the anti-body, in which the anti-
body takes on the identity of the ill, black, gay, poor and women ( 1988, p. 282). 
Thus in terms of representation, what was once hidden now becomes visible. As 
Diana Fuss ( 1991) puts it, the figure of the inside/outside is at work 
constructing an exteriority or exclusion 
by prominently including the contaminated other in its oppositional logic -
an outside which is interiority making the articulation of the latter 
possible, a transgression of the border which is necessary to constitute the 
border as such (p. 3). 
There is a sign here of some point of commonality between the arguments of 
cultural theory outlined above and an approach based on the operations of 
governmentality, outlined below. However, while cultural theory recognises that 
the operation of power is never "pure" and total, it seldom entertains a 
reciprocity of power relations, or at least the acknowledgment of a degree of 
agency associated with the exercise of power. Hence, cultural theory does not 
recognise that the HIV Doesn't Discriminate campaign is in fact a refutation of the 
argument for exclusion or othering of people with HIV and AIDS and that this was 
only possible as a result of bureaucratic intervention and activity of the part of 
policy and project workers within the Department of Health. 
Instead, cultural theorists acknowledge only a possibility of shifting subjectivities 
in relation to the figure of the Other. Critics who follow the lead of Julia Kristeva, 
for example, see the person with HIV or AIDS who occupies the exterior as one who 
has been expelled to preserve the good health of those within, acquiring the status 
of the abject (Williamson, 1989, p. 70; Hansen, 1991, p. 324). For those on the 
inside, it suggests a "contamination of categories," the risk of a breakdown in the 
boundaries between the self and the Other: AIDS "threatens the disintegration of 
precisely that order of narrative closure which keeps our subjectivity in place" 
(Williamson, p. 78). The central idea here is that the mere act of articulation of 
the other raises a threat of contamination, or at least confusion. 
For those who contract the virus, a loss of subjectivity and a confusion of 
traditional notions of the self can be expected, all of which raises complex issues 
about illness and the body, sexuality, and gender identity. In short, AIDS promotes 
what Donna Haraway terms a "misrecognition or transgression of the boundaries 
of a strategic assemblage called self" ( 1989, p. 15). Essential to the 
consideration of the signifying operations of the body in postmodern society is the 
recognition that what we have come to know as "the body" is a biomedical 
construction. That is, the body becomes a text upon which medicine and science 
inscribe their operations. Cindy Patton expresses the totalising effect of being 
identified with AIDS: "the abstraction 'AIDS' folds back to correspond exactly to 
the space of the body. The virus is lost and, metaphorically speaking, the ... body 
becomes AIDS" ( 1 990, p. 55). 16 
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Accordingly, the virus itself is thereby seen as an alien, something non-humanoid, 
attacking from within and becoming part of ourselves (McGrath 1990, p. 144). 
The immune system symbolises difference, operating as "a map drawn to guide 
recognition and misrecognition of self and other in the dialectics of western 
biopolitics" (p. 4). 17 The idea of "protection" offered by the immune system 
recalls the earlier act of protection against bodily infection, and in turn implies 
the object of those against whom protection is needed- those "outside." 18 
Jan Zita Grover ( 1989) and Cindy Patton ( 1990) identify the metaphors of 
contamination and containment as the principal means of effecting the maintenance 
of these boundaries; furthermore, this occurs through the spectre of epidemic. 
Grover points to the unaffected majority as the real source of concern in the very 
16Patton (1990, p. 159, footnote 4) suggests a way out of this debilitating position: "[c]ritical, 
interventive reading will impel students to read themselves into the AIDS episteme, will not allow 
them to fatally position themselves outside of or in a place of exemption from the discourses of safe 
practices and social equity" (p. 159). Patton argues that it is the "altruistic 'Othering' in our culture" 
(p. 1 08) that places people inside this AIDS episteme, this new site of "reality," thus reversing the 
accepted characterisation of the Other as "outside" and urging us to become that Other (p. 1 08). 
17There is some similarity between the process of the immune system representing the status of 
the whole individual, and Baudrillard's suggestion (1983) of a map which grows to such importance it 
eventually supplants the territory it "represents." 
18For Haraway, the loss of discretion, the loss of subjectivity is taken up and reformulated in the 
figure of the cyborg ("compounds of hybrid techno-organic embodiment and textuality ... The cyborg 
is text, machine, body and metaphor - all theorized and engaged in practice in terms of 
communications," p. 16). Haraway posits her "cyborg ontology" as a means of negotiating this 
complex sign system with its interrelation of language and technology. See also Alison Fraiberg 
(1991). 
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act of declaring an epidemic: "[t]he metaphor of contamination does not suppose 
the normalization of the source of infection: it supposes only its containment" (p. 
157). Cindy Patton offers a definition of epidemic as one case more than expected 
by public health officials - those who "declare" disaster conditions. Patton claims 
that the call is sent out for the implementation of "triage," directing attention 
primarily towards those who are unaffected and who can be saved (p. 1 07). 
Similarly, Linda Singer ( 1989, p. 50) asserts: 
[w]hen any phenomenon is represented as "epidemic," it has, by 
definition, reached a threshold that is quantitatively unacceptable. It is the 
capacity to make and circulate this determination, and to mobilise people in 
the light of it that constitutes the real political force of the discourse of 
sexual epidemic. 
Singer goes on to suggest that the connection of epidemic with transgression works 
to protect existing authority such that "[t]he history of the institutional 
responses to AIDS reveals how the politics of epidemics can work to solidify 
hegemonies" (p. SO). 
Concentrating primarily on the government and community response in the US and 
the UK, writers like Simon Watney have observed that at the same time that AIDS 
activists were insisting that the devastating effect of HIV on the gay and IOU 
communities characterised it as an epidemic, state authorities were measuring the 
"incidence" of the disease in terms of its whole-community impact; that is, in 
terms of its seriousness as a public health issue. Both groups, however, deployed 
the terminology of epidemic in ways that enabled them to define its use. Erica 
Carter ( 1989, p. 61) has noted that early UK television campaigns framed their 
messages on AIDS within a nationalistic concern for the threat to the nation, 
without providing any information on safe sex and drug use or pregnancy: 
[a]longside other forms of social deviance and physical disintegration (viz. 
other government campaigns against heroin and drink-driving), images of 
AIDS wereslotted into an official rhetoric of public insecurity, in which 
the sick, the poor and the deviant figured as threats to the prevailing social 
and moral order. 
This category of the national as the mainstream, and exclusion from it, are crucial 
to most accounts of the responses of the governments of the US and the UK, for 
example. Various discursive positions operate to produce what we have come to 
know as the "mainstream" with regard to AIDS. Stuart Marshall ( 1991, pp 88-
89), for example, identifies three of the discourses of AIDS: the moralistic 
discourses of the right; the apocalyptic defiant approach of activists; and the 
quieter, often unheard discourse of people living with the disease. Marshall's use 
of the term "apocalyptic" is interesting in the local nature of its reference. It 
recalls Lupton's observations ( 1994) of the quite different use of "apocalypse" 
generated by tabloid journalism in Australia. Moreover, Marshall's argument is 
that the predominant official discourse in the US during the Reagan era fell 
squarely within the first of these categories and saw the shifting burden of health 
care from the state to Christian charity and volunteerism (hardly surprising 
from a President who avoided public mention of the term "AIDS" until 1986). 
Accurate as this may be, this three-part categorisation ignores three fundamental 
aspects of the Australian policy response. 
The first of these is the social democratic policy environment that supported the 
parallel development of targeted, gay-specific campaigns, for example, along with 
mainstream public health responses. The second is the gradual alignment of 
mainstream policy discourse with that of the community campaigns, culminating 
in the HIV Doesn't Discriminate campaign in 1993. And the third aspect is the 
policy infrastructure itself - the fact that this alignment and optimisation of 
social democratic discursive threads was made possible by the harmonisation of 
complementary - not contradictory - discourses of efficiency and productivity 
with equality and freedom from discrimination, deployed by various committed 
individuals (including people from the most affected communities) within the 
Commonwealth Department of Health and its state "partners." 
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This approach to the generation of AIDS discourse therefore contests the relevance 
of a classical liberalism model outlined by Linda Singer, for example, to the 
Australian experience of AIDS. Singer ( 1989) argues that there are inherent 
conceptual problems that face liberalism as an ideology when confronted with 
epidemic. While liberalism was successful in regard to the equity moves of the 
60s and 70s, including legislation on civil rights, epidemic, according to Singer, 
cannot be accommodated within liberalism because its management requires 
intrusion into people's private lives- a practice that conflicts with the ideology's 
respect for privacy and the integrity of the person. Thus she asserts that the 
inadequacy of the liberal ideology is seen in 
the apparent failure of traditional liberalism to provide an adequate 
alternative to a conservative authoritarian social logic which advocates 
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increased surveillance and regulation of bodies in ways that support and 
reproduce hegemonic relationships of dominance (p. 53). 
One problem with Singer's argument is that although otherwise oppositional 
elements might be co-opted by the mainstream, they are not necessarily 
neutralised and rendered powerless. In his work on sexuality, Foucault, for 
example, spoke of the diffused networks of power relations (or, as Tony Bennett, 
1993, puts it, the "capillary" nature of power) and of the operation of resistance 
as an inevitable part of such a system. Cultural policy theorists, for example, in 
adapting Foucault's later work on governmentality, have explored this point in 
more detail in looking at the possibilities of working within or alongside the 
administrative state. This work is particularly appropriate to the current study 
since the combination of the processes of governmentality with a tradition of social 
democracy in Australia emphasising access and equality have resulted in a policy 
response that is fundamentally different from that of the United States. 
To explain this process further, and in particular, the connections that can be 
made between the domains of government policy and popular culture, we turn to an 
examination of the concept of governmentality itself, and its application by other 
researchers interested in the links between culture and policy. 
6 AIDS and governmentality: management of the population and the 
care of the self 
At this stage we are still seeking an explanation for how certain understandings of a 
subject such as AIDS might cut across various domains of medical practice, health 
education, news reporting or television drama. In her record of press reports since 
the early 1980s, Deborah Lupton (1994) noted that mainstream news media, 
rather than investigating complex issues and initiating new ideas on the subject of 
HIV I AIDS, tended to surrender to the lead of the Commonwealth government. But 
existing work on television drama, including specific studies of television and AIDS 
by Lupton (see for example Lupton, 1995a, p. 134) and by John Tulloch mentioned 
in the Introduction, indicate the many sites for the negotiation of meaning around 
AIDS media texts. These mediating processes of the television industry (including 
the interpretive acts of viewers) suggest that a direct correlation between 
government policy and mainstream media "AIDS texts" cannot be sustained. 
One way of approaching this interconnection is through Michel Foucault's work on 
governmentality. Reference was made earlier to Foucault's study of the organisation 
of knowledge and power. His later work builds on this and is particularly 
appropriate to this study, both because it directly addresses the issues of sex and 
sexuality, and because the study of governmental activity in relation to key social 
institutions lends itself to an area such as public health. 
In his later work, Foucault explained that the object of all his work had been to 
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sketch out a history of the different ways in our culture that humans develop 
knowledge about themselves: economics, biology, psychiatry, medicine, and 
penology. The main point is not to accept this knowledge at face value but to 
analyse these so-called sciences as very specific "truth games" related to 
specific techniques that human beings use to understand themselves ( 1988b, 
pp 17-18). 
At other times, this development of knowledges is described by Foucault as the 
production of true discourses or regimes of truth about certain subjects. In 
relation to discourses of sex, Foucault's argument is that rather than attempt to 
repress sex, nineteenth century society 
put into operation an entire machinery for producing true discourses 
concerning it. Not only did it speak of sex and compel everyone else to do so; 
it also set out to formulate the uniform truth of sex ( 1984, p. 69). 
It is this practice of formulating a uniform truth that is relevant here. Of course 
Foucault is not suggesting that any inherent and objective "essence" of a subject 
like HIV or AIDS is possible; rather, he refers to "the establishment of domains in 
which the practice of true and false can be made at once ordered and pertinent" 
( 1988c, p. 9). 
It should be clear then how the arrangement of knowledge of HIV and AIDS around 
notions such as epidemic and apocalypse can be characterised in terms of the 
development of "regimes of truth" around AIDS. Thus Foucault's work is 
instrumental in the largely post-structuralist approach of AIDS cultural theorists 
like Paula Treichler and Cindy Patton. Indeed, Colin Gordon's description of 
Foucault's attention to "the general signification of the history of particular forms 
of rationality and scientificity" ( 1979, pp 23-46) appears to directly address this 
process. But the real value in Foucault's work for the current study is found in the 
extension of this idea of the cultural construction of knowledge (the "social 
constructionist" approach) to provide an explanation for various technologies for 
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the organisation of knowledge and behaviour centred on both the care of the self and 
the management of the whole population. 
Foucault's proposal to extent this theory of discourse centres around the operation 
of governmentality in relation to the two figures of the self and the population. The 
Foucauldian notion of governmentality refers to the collection of techniques, 
processes and procedures which organise both the arrangement and orchestration of 
"the population" and the comportment and disposition of the self. These techniques 
of organisation evolve with the rise of the "administrative" state of the eighteenth 
century, dedicated to the "techniques of government." 19 It is important to 
distinguish here between the figure of an elected state ("the government") and the 
concept of government as it relates to this organisation or governing of the 
population and the self. This latter act is something that occurs as a part of, but also 
apart from, the state. Foucault emphasises here that what is important is "not so 
much the State-domination of society, but the 'governmentalisation' of the state" 
( 1979, p. 20). Power, therefore, is not exercised as if by a sovereign, but in a 
multitude of ways, through various networks, relations, processes and coercions 
( 1984a, p. 92, p. 95). In applying this concept to the field of cultural policy 
studies, Tony Bennett (1993, p. 398) drew on Foucault in describing "the 
capillary network of power relations associated with the development of modern 
forms of government" (emphasis added). Similarly, BryanS. Turner (1997, p. 
xii) describes power in the following terms: "power is rather like a colour dye 
diffused through the entire social structure and is embedded in daily practices." 
Importantly, the concept of governmentality proposed by Foucault embraces a 
domain of action much larger than that of the "policy processes" of the elected 
government of the day. Such an approach is relied on by lan Hunter (1994), for 
example, in his characterisation of the modern school system as a "pastoral 
bureaucracy" which ·"joined the capacity for self reflection to the disciplinary 
formation of the citizen" (p. 176). Hunter's interpretation of Foucault's conce,pt of 
government is directed at specific social institutions such as education and health 
care viewed as "an assemblage of intellectual and administrative technologies" 
which "work by deploying a special knowledge of the domain to be governed, and 
their objective is typically the optimal development of the population" (p. xx). 
19Foucault (1979, p. 18) notes the "transition from an art of government to a political science, from 
a regime dominated by structures of sovereignty to one ruled by techniques of government." 
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There are two important aspects of the Foucauldian approach that are central to 
Hunter's categorisation of the school and to Weeks' ( 1989) examination of the 
discourses of sexuality in Britain, both of which stress the discursive production 
and social organisation of knowledge. Hunter relies on Foucault's argument that the 
administrative state rules through specific instruments of government - systems of 
economic management, military security, education and health such that "the 
exercise of power may in fact be dependent upon a host of contingent political 
technologies" (1994, p. xix). In turn, a form of political rationality developed 
which centred on the survival and prosperity of the state itself: 
from the eighteenth century, new intellectual techniques (political 
arithmetic, statistical survey) operating within new governmental 
institutions (bureaus of economic management, public health, social 
assistance, public education) began to transform government into a series of 
domain-specific problems open to expert analysis" (p. 28, emphasis added). 
And a key element in this scheme was the figure of the population: 
the population emerged as a resource of the state; that is, as a coll~ctivity 
whose health and happiness had to be secured, and whose moral and economic 
capabilities had to be systematically enhanced (p. 34). 
Accordingly, this "organisation" of the population allowed for considerable 
classification of citizens and subjects: 
[t]he way in which government unites the application of knowledge and the 
exercise of power - problematisation and intervention - allows it to bring 
new levels or departments of social existence into being (p. 47). 
On this basis it can be argued that public health, in particular, can be said to exhibit 
its own forms of rationality local to that domain and operative in relation to the 
figure of the "population:" the notion of "domain-specific problems" and 
particularly the operation of "problematisation or intervention" can easily be 
applied to the arena of public health. Hunter's task is to develop a genealogy of the 
school system; while this project does not aim to set out a corresponding genealogy 
of public health, it approaches the analysis of public health campaigns in similar 
terms. Significantly, this emphasis of governmentality and health care has been the 
subject of recent studies from researchers in the area of the sociology of health, for 
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example Gastaldo ( 1997), Osborne ( 1997), Petersen ( 1994, 1997), Nettleton 
(1997), Lupton (1995), and Lupton and Petersen (1996). 
The second chapter of this thesis examines the National HIV I AIDS Strategies in such 
terms. The policy environment that supports these campaigns will be important 
insofar as it expressly validates or invalidates certain practices: discrimination 
against people with HIV, for example, is "unnecessary" in terms of preventing 
transmission of the virus and indeed "unproductive" within the larger goals of 
attaining a harmonious, well-administered population. The HIV Doesn't 
Discriminate campaign therefore operates as part of a "true discourse" of AIDS 
which rationalises and justifies these classifications of health and risk. In 
examining this process, we will look at the forms of rationality inscribed in the 
practices of public health education, specifically AIDS education, and how these 
campaigns work to establish "domains in which the practice of true and false can be 
made at once ordered and pertinent" (Foucault, 1988c, p. 9). 
In applying this methodology, it is important to stress the nature of this process as 
facilitative of social change. Hunter notes that the school system is a "key 
technology of government" and that the organisation of the school education system 
through a bureaucratic framework allowed aspects of the population to be opened up 
to investigation and classification (p. 47). The bureau, according to Hunter, 
can be seen to possess its own kind of ethical legitimacy: that is, as an expert 
system of civic governance, independent of the principles of democracy, 
liberty, complete development, and so on (p. xx). zo 
This approach to the administrative and technical acts of "the bureau" is obviously 
a markedly different one from the critical sociological approach of Pusey ( 1993), 
for example, in his analysis of economic rationalism and the Commonwealth 
government. The approach based on Foucault's work would reject the assumption of 
a generalised "homophobic/ AIDS-phobic" state on the grounds that certain domains 
of action are not only made possible by the bureaucratic structure, but that a whole 
range of crucial community health programs are only possible through such a 
"cooperative" approach. 
20Hunter's discussion of the concept of "equality" is also valuable in terms of its potential for 
translation into the domain of health: equality is seen as a governmentally-formulated objective 
rather than an underlying and organising principle (pp. 93-94). 
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A policy approach based on governmentality is therefore an enabling one in that it 
rejects the perception of the state as a monolithic ideologically-dominant and 
impenetrable force (Cunningham, 1992, p. 170) and instead adopts a capillary 
notion of power, as described by Bennett, above. In this way, as the state's bureaux 
and agencies grow and extend their reach through the ongoing problematisation of 
their fields of activity, they necessarily become more porous and open to 
intervention. This allows specific action and agency in the policy arena on matters of 
say, film policy or arts policy. Policy theorists' work picks up on elements of 
resistance, or at least of agency on the part of those whose work within bureaucratic 
regimes advances a specific social agenda. In The History of Sexuality Volume 1, 
Foucault addressed the question of resistance, noting the networks of power 
relations and "the complex and unstable process whereby discourse can be both an 
instrument of power and an effect of power, but also a hindrance, a stumbling block, 
a point of resistance and a starting point for an opposing strategy" ( 1984a, p. 
101). Colin Gordon (1991, p. 5) interprets this "counter-politics" as one in 
which "the terms of governmental practice can be turned around into focuses of 
resistance" and in applying this to the area of cultural policy, Tony Bennett (1993, 
p. 403) argues that "[w]e need to be alert to the ways in which the utilization of 
culture as an instrument of government has exhibited a similar capacity to generate 
its own fields of counter-politics." 
An important observation should be made at this stage. This project seeks to 
compare technologies for the organisation of the population that manifest in two 
discursive forms. The first of these is the public health television campaigns of the 
Australian government (with primary reference to the Grim Reaper campaign and 
the HIV Doesn't Discriminate campaign, but with additional references to other 
national television campaigns, Russian Roulette, Beds, Feet, Needle Bed, the 
Testimonials series and the Vox Pop series). The second aspect is the discourses 
about AIDS conveyed through the equally "public" form of mainstream television 
drama series. In the domain of mainstream media, the "mainstream" is a contested 
category that denotes the shifting presence of a concept of the public. In regulatory 
discourse, this concept takes the form of the "general public" or the "community;" 
in industry terms, it is translated into that of the "audience;" and in its textual 
form in television drama, it again takes the name of the Australian community, 
though in a different form from the regulatory discourse. These links between the 
different domains will be explored in the following chapters, particularly in 
Chapter Three. However, at this stage, in addition to the administrative government 
of the population - for which the socially trained citizen is the subject, it is 
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important to stress the spiritual governance of the self, for which the self-
reflective citizen is the subject (Hunter, p. 49). 
This latter aspect of governmentality, the technologies of the self, arises out of 
Foucault's observation that in his own work he had concentrated too much on the 
technologies of domination of others. Accordingly, he would in this later work turn 
to "the technologies of individual domination, the history of how an individual acts 
on himself, in the technology of self" (1988b, p. 19). Foucault discussed the 
question of the relationship between the techniques for managing the population and 
those for managing, or disciplining, the self in The History of Sexuality Volume 
7(1984a) and it is this relationship, known as "bio-power" that has served as the 
basis for recent work in the study of health and medicine (see Lupton, 1995, p. 6; 
Gastaldo, 1997, p. 113; Bunton and Petersen, 1997, p. 5).21 Importantly, Foucault 
indicates that it is the interaction between these two realms of the technologies of 
domination of others and of the self which forms the concept of "governmentality." 
So, processes of governmentality are as applicable to the "comportment" of the self 
as they are to the actions of the state. 
The problematisation of the population on the part of government is therefore 
complemented by the ethical labour performed by the self reflective person (Hunter 
p. 53). Foucault himself explained that "technologies of the self" are those 
technologies 
which permit individuals to effect by their own means or with the help of 
others a certain number of operations on their own bodies and souls, 
thoughts, conduct, and way of being, so as to transform themselves in order 
to attain a certain state of happiness, purity, wisdom, perfection, or 
immortality (1988b, p. 18). 
This involves "specific practices of self-problematisation" such that there is a 
repertory of forms by which persons can perform this work of the self on 
the self: self examination, sexual austerity, fasting, practices of self-
integration, mystical disciplines. These provide the 'ascetic' means by which 
2l It should be noted that a feminist critique of Foucault's theory of bio-power questions the 
assumption (on Foucault's part) that the composite body of the population is an unsexed body. 
Catherine Waldby (1996) argues that "[t]he body politic, like all bodies, also has a sex." The refusal 
to recognise the place of sexually differentiated bodies within the "body politic" has the effect that 
"the body politic is a means of naturalising women's exclusion from public participation ... [and] is a 
means of effecting a slippage between masculine bodily interests and an idea of general social 
interests" (pp 92-93). 
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individuals can 'practice themselves', disciplining and comporting 
themselves as the responsible agents of their own (sexual, visionary, 
dietary) personhood, in pursuit of self-imposed spiritual goals (Hunter, p. 
54).22 
Increasingly it is the case that technologies of the self are taken over by those for 
the management of the population; as a result, behaviours such as (safe) sex, 
smoking, drug use, vaccination and protection from the sun have all been the subject 
of extensive heath promotion campaigns. 
Foucault himself did provide an express link between these two domains of the care 
of the self and of others. What he described as "the political technology of 
individuals" is 
the way by which, through some political technology of individuals, we have 
been led to recognise ourselves as a society, as part of a soCial entity, as part 
of a nation or of a state ( 1988a, p. 146). 
Thus the care of individuals is linked to that development of the nation state; 
individuals are relevant to the strengthening of the state and the state must know of 
its strength and therefore the positions of its individuals ( 1988a, pp 152-153). 
Foucault uses the term police to describe the processes through which the individual 
is integrated into the state. The object of police is the population and since it "wields 
power over living beings as living beings, ... its politics, therefore, has to be a 
biopolitics" (p. 160). Thus he concludes that 
the main characteristic of our political rationality is the fact that this 
integration of the individuals in a community or in a totality results from a 
constant correlation between an increasing individualization and the 
reinforcement of this totality (p. 1 62). 
Foucault himself has already pointed to the ways in which the operation of the 
population might be imperative to the domain of public health. He noted that the 
phenomena of epidemics, levels of mortality, the interrelation of labour and•wealth 
are part of the domain of population and that the welfare of the population is the 
22Toby Miller (1993, see for example, p. xiv) describes these technologies of subjectivity as designed 
to create "well-tempered" cultural citizens who, while being selfless citizens in the political realm, are 
nevertheless "selfish consumers" in the economic. To this end, the processes of governmentality 
promote an "ethical incompleteness" that gives rise to a loyalty to the system: better citizens are 
simultaneously more entrenched consumers. 
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ultimate end of government - that is "the improvement of the condition of the 
population, the increase of its wealth, longevity, health etc" ( 1979, p. 17).23 To 
this end, 
government will intervene either directly through large scale campaigns, or 
indirectly through techniques that will make possible, without the full 
awareness of the people, the stimulation of birth rates, the directing of the 
flow of population into certain regions or activities ( 1979, pp 17-18). 
Clearly the public health campaigns of the Commonwealth Government in relation to 
HIV I AIDS will be prime examples of the operation of governmentality in the means 
of administering and securing the welfare (in its broadest sense) of the population 
and, accordingly, a detailed examination of the context surrounding the production of 
the two highest profile Commonwealth television campaigns will be undertaken in 
Chapter Two. 
As noted above, in the last couple of years, important new research in the field of 
the sociology of health and illness (intersecting at times with cultural studies), has 
recognised the potential of a governmentality approach to health care. Lupton 
( 1995, p. 23) draws attention to Foucault's discussions of medicine in both The 
Birth of the Clinic (1975) and an essay, "The Politics of Health in the Eighteenth 
Century" ( 1984b). In these works Foucault spoke of the complex methods developed 
by the administrative state for observing medical conditions and developing 
"medico-administrative" knowledge that served as a general technique of health. 
This point can be seen as the essence of this recent work on medicine and 
governmentality, on the development of forms of "surveillance" medicine: 
"[s]urveillance medicine moves the attention of medicine from pathological bodies 
to each and every member of the population" (Gastaldo, 1997, p. 116). This idea is 
central to studies of the "new public health." Petersen and Lupton (1996, p. ix) 
describe this paradigm of health care in the following terms: 
[t]he new public health takes as its foci the categories of 'population' and 
'the environment', conceived of in their widest sense to include 
psychological, social and physical elements. 
23Foucault (1988c) also speaks of the "rational schema" of the hospital as being analogous with that 
of the prison or the asylum (or, as Hunter has demonstrated, the school) - they are all dependent on 
explicit programs: "sets of calculated, reasoned prescriptions in terms of which institutions are meant 
to be reorganised, spaces arranged, behaviours regulated" (p. 9). 
Petersen (1997, p. 197) enlarges on this definition to describe the public policy 
that serves this philosophy: 
[s]o-called 'healthy public policy' is characterised by an explicit concern 
for health and equity in all areas of policy, including education, water, 
sanitation, transport systems, housing, work environments, recreation 
facilities and food production, and not simply those traditionally associated 
with health services. 
Clearly, there are implications in this new scheme for the processes of the 
government of the population and the disciplining of the self: 
[h]ealth is viewed as an unstable property, something to be constantly 
worked on. It is in the process of working on the self, and of demonstrating 
the capacity for self-control of the body and its emotions, that one 
constitutes oneself as a dutiful citizen, and hence as governable (Petersen 
and Lupton, 1996, p. xiv).24 
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The promotion of this "work on the self" occurs via a range of institutions and 
technologies. By combining this work on the maintenance of the healthy subject with 
studies of governmentality by cultural policy theorists, it is possible to develop an 
understanding of the extent to which the processes of governmentality cut across the 
two domains of public health and popular culture. Tony Bennett (1993, p. 403), in 
describing the processes of ethical or civic training, has already noted the ways in 
which cultural forms can be adapted for policy programs such as health education: 
virtually all forms of culture are now capable of being fashioned into 
vehicles for governmental programmes, of one sort or another - for AIDS 
education programmes, for example, or, as popular literary texts come to be 
incorporated into the literature lesson, as textual props for ethical or civic 
trainings of various kinds. 
This concept of culture has been described elsewhere by Bennett ( 1989) in the 
following terms: "as a set of institutionally inscribed processes through which the 
24 Petersen (1997, p. 193) also provides an indication of how this approach has been developed into 
the study of "risk culture" by researchers interested in the sociology of health and illness: "factors of 
risk" are calculated around the occurrence of certain types of behaviours in the construction of "a 
mass of new risks which constitute so many new targets for preventative intervention." 
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attributes of modern citizens are shaped into being and superintended" (p. 1 0). 25 
Additionally, various critics have commented on the role of the media in this process 
(Hawkins, 1997, pp 12-13; Flew, 1996, pp 50-51; Flew 1998, p. 11; Lupton, 
1995a, p. 134). And Alan Petersen ( 1994) has discussed the ways in which the 
body is "an essential component in the maintenance of a coherent sense of self-
identity" and that "media images of the body play a key role in shaping the 
individual's understanding of what it means to be a normal, healthy human being" 
(p. 32). 
Petersen's comments are made in relation to health communication and lifestyle 
series, but the same also applies to television drama. In fact, television drama is 
perhaps most interesting on account of its embodiment of such ideals along with its 
predominant capacity for the integration of these self reflective individuals into a 
coherent picture of community, or "the population." Therefore, before moving on 
in Chapter Two to an examination of how television has been turned to the aid of 
government programs in the National AIDS Campaign, it is important to note how the 
same processes of govemmentality operate through popular culture. Most 
significantly, it should be noted that technologies for the care of the self will be 
found in both domains of public health and television drama - there is not one form 
employed as a means of domination in the state sphere and another, "freer" form 
employed in popular culture. 
7 Television and governmentality 
An indication of the broader function of popular culture is provided by lan Hunter's 
( 1991) comments on John Docker's ( 1991) work on popular culture and the state. 
Hunter says that it is wrong to think of an autonomous, self-organising domain of 
popular culture (pp 41-42) and points to the writing of Charles Dickens to provide 
an example from popular culture which 
could appeal to a large audience with common ethical and political interests 
(in child labour, prison reform, industrial reform, etc) [and] was in large 
part determined by the extension of ethical training through the network of 
popular education. 
25For other similar definitions of culture see Colin Mercer (1994, p. 19), Stuart Cunningham (1992, p. 
4), and Gay Hawkins (1994, pp 36-37). 
These are incidental remarks by Hunter on the subject of popular culture. Colin 
Mercer (1988, p. 53) extends this by referring to the process of entertainment: 
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entertainment is an arrangement of techniques - of 'cultural technologies' -
which come to be articulated in a range of social programmes and 
imperatives, in particular those of 'policing.' The transition from the array 
of amusements and petty pleasures to the coalesced, organised, and strategic 
apparatus of entertainment marks a profound investment of these 
technologies in a category - the people - and, in general, in the state of 
"common life." 
Not surprisingly then, the question of regulating content in mass media (such as 
Australian content) becomes an area of interest for cultural policy theorists (see 
Cunningham, 1992; Bennett, 1993; and Flew, 1996, 1998). In a less policy 
oriented approach Toby Miller (1993) has observed that recent attempts at 
"mainstreaming" gay and lesbian representation are in effect "beaming images of 
the people back to them in order to develop their sense of oneness." For a more 
thorough application of the concept of governmentality in the realm of Australian 
film, we turn to Tom O'Regan's ( 1996) adoption and adaptation of both Foucault and 
Hunter's interpretation of Foucault. 
Just as other critics have observed the centrality of the process of problematisation as 
an activity of government (see Flew, 1998; Osborne, 1997; Miller and Rose, 1992), 
O'Regan targets the acts of social problematisation performed by film and television 
texts. Following Hunter's approach to governmentality and the school, O'Regan argues 
that Australian cinema serves as a vehicle for engaging with Australian society and 
culture and that problematisations of Australian society provide "materials to think 
with;" hence, "[m]ore than a 'film in the real world', Australian film attaches itself to 
social domains and becomes a vehicle for social problematization" (p. 261 ). 
O'Regan likens filmmaking to the school in terms of its specialised practices of 
moral problematisation and discipline. He argues that "filmmaking processes and 
filmmaking institutions are subject to the same general governmental 
problematization as are other domains of social life - like anti-discrimination, 
access and equity, and multicultural programs" (p. 262). 
This emphasis on the relationship of film and television production to the social or 
political field of the time suggests that there are certain currents of ideas and 
ideological positions that will be more influential in the "representation" of AIDS than 
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others. And O'Regan himself does not claim that just any problematisation can occur; 
rather, that the general direction of current social problematisations becomes "part of 
the social tapestry of film production and consumption" (p. 262) and that these 
representations will inevitably be partial - that is, they will necessarily select some 
ideologically-informed angle or approach in this act of problematisation. 
In fact, O'Regan identifies what he contends are the most commonly acceptable issues or 
"cleavages" around which these occur. His argument is that filmmakers are encouraged 
- by critics, governments and commercial interests - to throw into relief aspects of 
Australian society that are current and topical. Thus 
[b]ureaucracy, politicians, critical institutions and commercial interests have 
long been in the business of being concerned for the socio-cultural aspects of 
filmmaking. As a means of representing society in general and social institutions 
in particular filmmaking is an ideal vehicle for representing socio-cultural 
problematizations - public concerns, public 'morality' and political messages 
(p. 267, emphasis added). 
Furthermore, this process is historically contingent - there are certain subjects and 
certain modes of representation that form patterns in film and television making in any 
one "era." 
In this respect, O'Regan sets out to chart a kind of "zeitgeist" of Australian film 
production in the 1980s and 1990s, identifying nine axes or "cultural cleavages" as he 
terms them, which have proved the most influential in relation to content of Australian 
films: those of federal-state-interstate, city I country (metropolitan/ regional), 
locality cultural, social class, generational and subculture, sexual preference, 
religious, Aboriginal and Islander/Non-Aboriginal (settler) and national/international. 
As an example, O'Regan cites the intersection of generational/demographic and 
cultural cleavages in a series like Heartbreak High, where one cleavage (such as 
ethnicity) might take precedence while another (such as gender) might remain in 
the background. O'Regan argues that the commercial market itself provides an 
incentive for "experimental" problematising in this way, in the hope of catching a 
target audience. His argument is that mainstream popular film must problematise 
the everyday as a means of constructing an audience for itself.26 
26 Heartbreak High, along with a number of other television drama series, is explored in detail in Part 
Two. 
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Without going into the details of these "cleavages," it is important to observe, as 
Hunter does and as Foucault did, that it is these acts of problematisation which make 
the social domain available for filmic representation. This approach provides an 
explanation for (and O'Regan makes this point, pp 271-72) the "mainstreaming" 
of gay and lesbian culture in recent years. 
O'Regan's study of film does not, however, extend to the category of television 
drama. In contrast, the current study contends that one of the most interesting 
aspects of the representation of HIV and AIDS involves the differences between 
representational modes found within mainstream television - from the cursory safe 
sex references in Neighbours, for example, to the exploration of different issues 
surrounding HIV and AIDS in GP. Television drama, furthermore, provides the 
interesting case of the "representation" of the institutions or domains of school and 
medicine that are discussed in work such as that of Hunter: Heartbreak High teaches 
safe sex to its teen cast/audience along with multiculturalism, gender equity and 
sexual diversity.z7 
We could say that this is the teaching of what Alan Petersen ( 1994a, p. 33) 
describes as "[t]he socially-constituted self-as-enterprise." As noted above, 
Petersen argues that the body is a key component in the formation of identity and 
that the media are the primary players in the circulation of narratives of the ideal, 
and the improvable, body (p. 32). In this respect, 
[d]emonstration of one's ability to 'take care' of one's own body through 
rationally directed action has become an important marker of identity in 
contemporary society; a reflection of one's inner self (p. 36). 
O'Regan's scheme is especially productive in considering the "working through" of 
social issues in popular cultural texts. Clearly, the cleavage of sexual preference is 
crucial to the representation of HIV, and the inter-relations of these two elements 
will be discussed in detail in Part Two. But it will not be a part of this study to 
identify the cleavages in Australian television drama that correspond to O'Regan's 
outline of the cleavages in Australian film. Instead, the emphasis will be placed on 
27 One of the most interesting aspects of the interrelation of these elements occurred in relation to 
the introduction of Aboriginal actor, Ernie Dingo, into the series - as the teacher of the new subject 
of media studies. His Aboriginality joined the existing representation of Greek, Lebanese, Vietnamese 
and Italian characters. 
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how the different forms of television drama facilitate different kinds of 
representations. 
8 Television texts and cultural technicians 
One final point to be made is in relation to the claim by cultural policy theorists (noted 
above) that governmentality can be enabling for those prepared to work for social 
change within the structures it creates.zs When O'Regan (1996) speaks of the 
prominence of film in the practice of social problematisation he argues that 
"filmmaking is a prime domain in which changing socio-cultural problematizations 
occur both in front of and behind the camera" (p. 2 61). It is significant, for two 
reasons, that he distinguishes between these two sites of the textual (that in front of the 
camera) and the contextual or social/industrial (behind the camera). First, the 
importance of the operations and interactions which constitute "the production 
process" (insofar as they relate to the representation of AIDS) has already been 
underlined in John Tulloch's work ( 1989, 1992) on the development of an AIDS plot in 
a leading Australian drama program (A Country Practice) from inception (of the idea, 
by storyliners) to reception (of the "Sophie" episode, by high school students). As a 
means of understanding the ways in which production elements fit with textual 
composition and the interpretive role of the audience, Tulloch bases his approach on a 
concept of "semiotic thickness." This, he says, 
allows us to think systematically about a TV text as the site of contestation and 
struggle within and between professional practices, rather than as a simple 
mechanism for the flow of dominant (or radical) ideology (1990, p. 183). 
Secondly, the need to examine the relationship of text to the social and political 
environment in which this media production takes place (a wider interpretation of 
the space "behind the camera") has been noted by other media and cultural critics. 
Toby Miller ( 1994, p. 279), for example, points to the importance of the "broad 
political culture represented and fostered by democratic constitutionalism." More 
specifically, O'Regan's scheme fits with the approach to the cultural production of 
28Stuart Cunningham ( 1992, pp 170-171) provides the example of policy officers within the Office for 
the Status of Women, whose objectives can be pursued on the assumption (and not necessarily the 
fact) that they are compatible with other aspects of government policy (such as economic 
management). And Gay Hawkins (1994, p. 36) illustrates the way in which this approach has formed 
the basis for cultural policy studies in Australia when she says that "'governmentality' has facilitated 
historical knowledges that are specific, contingent and eminently useful for thinking about present 
policy processes." 
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AIDS taken by writers like Kenneth MacKinnon (1994), Keith Alcorn (1989) and 
Simon Watney ( 1987) who insist on the link between popular representation and 
the social and political climate in which those representations occur. 
This, along with a concept of agency that would regard television personnel as "cultural 
technicians" does fit with existing approaches to these questions within media studies. 
It fits, for example, with the theory of media texts as social texts, being thoroughly 
implicated within and a product of their surrounding social field that was outlined by 
Bennett and Woollacott ( 1987) in their study of the James Bond texts, Bond and Beyond. 
But further than this, the approach also regards a text, in Bennett's terms ( 1993, p. 
404), as depending on "the specific uses for which it has been instrumentalized in 
particular institutional and discursive contexts - some of which, of course, will be 
governmentally constructed and organized." 
In the television industry, writers and producers are perhaps the most influential 
figures (Turnstall, 1993; Tulloch, 1990; Brandt, 1993). They often have clearly 
articulated ideas of how their programs fit within the landscape of Australian television 
and how they themselves see their role as creative individuals. As is the case in the 
other cultural domains, these individuals are significant figures in the shaping of 
meaning and knowledge in relation to key social issues - whether they are seen as 
working in "partnership" with film and cultural critics (see Martin, 1988), or 
whether they are conceived, as by Tulloch ( 1990), as "authors" who act with 
understanding both of their own agency and of the "boundedness of structures" within 
which they work (p. 14). 
While this attention to the role of program makers should not be interpreted as one that 
seeks simply to elicit the translation of "authors' intentions" into the final composition 
of texts, 2 9 it does seek to foreground the active engagement of these agents with the 
perceived conventions of television production - the specific opportunities for and 
limitations on the representation of social issues. In this sense, then, film and 
television workers can be seen as "creative individuals" or "cultural technicians" in a 
similar way to those policy workers and bureaucrats who actively engage with the 
conditions of governmentality that surround them: the "Kay-Shuttleworths" of the 
school system identified by lan Hunter (1994); the "Henry Coles" of the museum 
sector identified by Bennett ( 1993, p. 397); the arts policy workers funding the 
community arts movement noted by Gay Hawkins ( 1994); or the gay men, HIV positive 
291ndeed, the aspect of textual "composition" usually seen as closer to the "final" form of the text -
that of audience interpretation - is not examined in this thesis apart from specific engagements 
within television texts by identified community groups. 
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people and other community representatives working on HIV policy within the 
Commonwealth Health Department (documented in Chapter Two). 30 To this list then we 
could add those committed "pro-social" television makers who interact with industry 
conventions and regulatory guidelines, interpreting them and challenging them where 
necessary. 
This approach relies on a conception of the policy realm which is based on the theories 
developed within cultural policy studies, especially those which reject the idea of a 
stifling, dulling public service culture and see opportunities for policy workers who 
work creatively with the limits imposed on them, but who strive to improve and extend 
those limits as they can. It raises parallels between policy workers in the Department 
of Health mentioned in the previous chapter and the film and television makers who are 
the subject of Part Two. Both television programs and national campaign advertisements 
present versions of the community or the social structure which in some way 
problematise the existing order. Specifically,; in relation to HIV and AIDS, they 
foreground "disturbing elements" and make suggestions on the ways in which those 
elements both differ from and are a part of the everyday, the normal, as this is 
constructed within mainstream cultural forms. 
There are three implications for the following chapters which arise from this. 
Firstly, as O'Regan notes (picking up on Hunter's work on the school), all these 
"specialized practices" transform "behaviour into an object of ethical concern and 
attention." Following Foucault ( 1988a, 1988b), this will apply both at the level of the 
individual, the citizen, in relation to the technologies devoted to propagating the "care 
of the self," and, at the level of the population, to the well being of the population or the 
general public. This approach would take an interest in the value of the "expansion" of 
the social structure of "Wandin Valley" through a paradigm of liberal tolerance while 
also recognising its limitations. In this respect, then, it will be important to look 
closely at the texts in question to investigate how the behaviour of HIV positive (and 
non-HIV positive) people is presented for attention. Is equal opportunity, for example, 
simply an excuse for increased surveillance of citizens' behaviour? 
30 Reference to the "Kay-Shuttleworths" of the various bureaux is made in the following chapters. 
Hunter's research relates to James Kay-Shuttleworth, an educationalist of the mid 19th Century and a 
key figure in the development of the pastoral functions of the modern state-funded school system. 
Bennett makes reference to Henry Cole, a "cultural administrator" and architect of the Great 
Exhibition of 1851 and the South Kensington museum complex {later the Victoria and Albert 
Museum). 
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Secondly, it will be necessary to look at how this kind of problematisation is 
encapsulated within health education campaigns and within the particular strands of 
television drama - how the differences in form allow for any differences in content and 
in the overall effectivity of the program. 
And thirdly, it will be necessary to ask how these two aspects are influenced by the 
actions of committed policy and program workers within the public health system and 
by film and videomakers working within the Australian television industry, with and 
against existing conventions and techniques. Is it possible to identify the "Kay-
Shuttleworths" of the health department and the television industry and how does their 
work contribute to the representational politics of AIDS in Australia? 
Chapter Two 
AIDS Management in Australia: 
"Rational, compassionate and just?" 
1 Introduction 
The 1993/1994 national AIDS media campaign featured a series of advertisements 
which significantly recast the positions of agency and subjectivity surrounding HIV 
and AIDS proposed by the 1987 Grim Reaper campaign. 1 The earlier campaign 
offered the embodiment of HIV in the figure of the Grim Reaper, proposing a new 
class of "mainstream" victims: those people who were not 110n/y gays and IV drug 
users." The site of the bowling alley and the appearance of its "ordinary" 
participants were designed to address the 1'general public;" the advertisement 
warned that AIDS can strike anyone. The later campaign, HIV Doesn't Discriminate 
... People Do, retained the message that anyone can contract the HIV virus, but 
further addressed the ongoing perpetration of personal and social discrimination 
against people living with HIV and AIDS. Among the "ordinary people" featured in 
this inclusionary vision of Australian society were a gay man and his partner. 
This chapter investigates the discursive framework through which this later 
approach came to dominate the National AIDS Strategy in Australia. Specifically, it 
seeks to assess the centrality of a discourse of social democracy to the National AIDS 
Strategies and the sub-discourses of equal opportunity and anti-discrimination that 
inform this. It will be argued that the HDD campaign can be seen as the highpoint at 
which the administrative activities of the liberal state converge with a strand of 
social democratic ideology of the ALP governments of the 1980s and 1 990s. This 
framework allowed for the parallel operation of a "general public" education 
program alongside a series of targeted, community based campaigns. 2 Policy and 
program officers have engaged with the operating conditions (and experienced the 
limitations) presented by successive ALP administrations; in Australia these policy 
workers have been largely successful in extending the scope of possible action 
1The campaign was developed in 1992, launched in January 1993, and re-launched in June 1994. 
2These campaigns designed for the general public were developed under the National AIDS (Media) 
Campaign ("the NAC"). The NAC itself falls within the National HIV I AIDS Strategies ("the NAS"), 
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undertaken by a federal government. The "moment" of the Grim Reaper (the 
initiating advertisement in the NAC) can be seen as a more conservative turn in the 
management of AIDS in Australia, standing as a contrast to contemporaneous 
community based health education strategies. By the time of HIV Doesn't 
Discriminate in 1 993/94, the social justice emphasis of the community based 
(CBO) sphere had itself come to dominate the "mainstream" (NAC) side of the 
Strategy. In the process, the figure of the "general public" was itself re-defined. 
2 The National Strategies 
2. 1 AIDS policy in Australia: the mass media and the general public 
There are two distinct periods in the development of AIDS policy and the 
corresponding education campaigns in Australia: the periods before and after the 
advent of the National HIV I AIDS Strategies. The National Strategies are the basis for 
both policy and funding in Australia. The First National Strategy (also known as the 
White Paper) was published in 1989, the Second National Strategy in 1993, and 
the Third National Strategy in 1996.3 
Within the first period, two further distinctions can be made. The first half of this 
period dates from the initial recorded cases of AIDS in Australia in 1982 through 
until the "mainstreaming" education programs that followed the formation of the 
National Australian Council on AIDS (NACAIDS) in 1986. This early period is 
marked by localised, ad-hoc responses to the manifestation of the disease. The work 
of Ballard (1989) and Altman (1994) has documented the period characterised by 
community education among gay men, sex workers and IV drug users; the formation 
of the state AIDS Councils from 1983 to 1986; the introduction of blood bank 
screening in 1985; and the formation of the national Australian Federation of AIDS 
Organisations (AFAO), also in 1985. Ballard and Altman both note a low-key 
approach to AIDS education during this period. 
But in 1986, following the Third International AIDS Conference, Australia (like 
other Western nations) adopted a strategy to "mainstream" the disease. This 
strategy saw the unfolding of the second half of this first period of AIDS policy in 
discussed below. 
3 Ballard (1989) describes in detail the period leading up to the First National Strategy. The Third 
National Strategy will not be examined in detail for two reasons: it was not released until December 
1996, and there have been no further media campaigns since the second instalment of the HIV 
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Australia. Two bodies were formed, the AIDS Task Force, to advise on medical 
matters, and the National Australian Council on AIDS (NACAIDS), to advise on social, 
educational aspects. A National Education Strategy on AIDS was devised the same 
year and in 1987 the first mass media campaigns commenced with the Grim Reaper 
advertisement, followed by the Russian Roulette advertisement. While the Grim 
Reaper certainly achieved its aim - to raise awareness of HIV in the wider 
community through shock- there was considerable criticism of the campaign (noted 
below) and in 1988 NACAIDS and the AIDS Task Force were replaced by the 
Australian National Council on AIDS (ANCA). 
In noting the formation of ANCA, it is important to recognise the distinction between 
the National HIV I AIDS Strategies - the overlying policy articulations - and the 
National AIDS Campaign which embraces mass media activity under the National 
AIDS Strategies. While the NAC continued a mass media focus on the "general 
public," the National Strategies have facilitated the ongoing development of local, 
community based campaigns that were in place prior to the initiation of the Grim 
Reaper. 
Thus, the Australian population is divided into two broad categories. On the one hand, 
the mainstream media is aligned with an epidemiologically identifiable "general 
public" and a series of campaigns services this sector of the population. These 
campaigns include the Grim Reaper, Russian Roulette, and Question and Answer 
advertisements in 1987; the Beds and Feet advertisements in 1988 (under ANCA 
but before the first National Strategy) targeting heterosexual sexual activity; the 
Be Safe, Be Sure campaign of 1990 (the first media campaign of the NAS, using a 
series of Vox Pop interviews, the Testimonials series of personal profile 
advertisements, and the Needlebed advertisement); and the first and second rounds 
of the HIV Doesn't Discriminate campaign in 1993 and 1994.4 On the other hand, 
more localised campaigns using posters, fliers, condom packs and often personal and 
group interaction were pursued in relation to specific target communities - both by 
the Commonwealth itself and through funding to state health departments, AIDS 
Councils and community groups. s 
Doesn't Discriminate campaign in 1994. 
4 A series of other specialised audio-visual education tapes were produced over this period, including, 
for example, the Condoman campaigns for ATSI communities, Sex Rules for school students, and 
campaigns for people from non English speaking backgrounds. These materials (prior to the HOD 
campaign) are documented on the AIDS Compilation Reel produced by the (then) Department of 
Health, Housing, Local Government and Community Services (1992). The current study focuses on 
the "general public" campaigns which were broadcast on national television. 
5Examples of Commonwealth initiated campaigns include the 1988 Condoman campaign addressing 
Aboriginal and Torres Strait Islander people; the Be Safe, Be Sure campaign in 1990, addressing 
intravenous drug users; and the 1991 campaign targeting gay and bisexual men, That Feeling Doesn't 
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It is this commitment to community-based education - not the mainstream media 
achievements of the National AIDS Campaign pursued under the National HIV I AIDS 
Strategy (which, for the most part, are similar in style and message to those of both 
the US and the UK) - for which Australian governments have attracted international 
recognition. The dynamic between the two forms, including problems encountered 
when material generated for use among specific communities has "escaped" from 
these domains and questioned the composition of the Australian "public," is 
examined below. 
Both the NAC and the community projects were operating prior to the advent of the 
First National Strategy; however, after this point it was the Strategy itself which 
provided direction to both mainstream and community spheres of AIDS policy and 
educational practice in Australia. In relation to mass media involvement, the 
Strategy reveals both a thorough entrenchment of the place of advertising campaigns 
within the sociological discourse of public health education, and as observed in t~e 
Introduction, a somewhat naive interpretation of the social role of the media. This 
public health methodology has had lasting effects on the ways that HIV and its 
cultural contexts have been perceived at a bureaucratic level. It is relevant, at this 
point, to outline the placement of the mass media within the National Strategy. 
Prior to the 1996 general election, AIDS policy at the federal level in Australia was 
developed and implemented through the AIDS/Communicable Diseases branch of the 
Department of Human Services and Health. The branch was one of 66 branches 
within this portfolio. 6 Within this branch, the Education Unit was responsible for 
both the national television campaigns and the Commonwealth's involvement in 
community based AIDS education with partners including the state and territory 
health departments and other peak advisory and lobby groups such as AFAO. Policy 
and programs emerging from these bodies were at all times developed under the 
guiding principles of the National Strategies. 
The National Strategies are based on a primary, top-level distinction between two 
complementary goals: 
to eliminate transmission of HIV, and 
Stop HIV - Safe Sex Does. 
6 There were thirteen streams (of between one and eight branches each) charted on a plan of the 
Department's organisational structure in its final form prior to the 1996 election (available on the 
department's website). 
74 
to minimise the personal and social impact of HIV infection 
(Second NAS, p. 9). 
Under this rubric, the NAS is divided into four programs: 
• education and prevention; 
• treatment and care; 
• research; 
• international assistance and cooperation 
(Second NAS, p. 11 ). 
Under "education," in the period after 1986 (when mass media campaigns were 
initiated), the NAC was developed with five categories of programs: 
( i ) national media campaigns; 
( i i) the Commonwealth AIDS Prevention and Education program (CAPE), 
(community based grants program); 
(iii) the Community AIDS Workforce Information and Standards Exchange 
program (CAWISE); 
( iv) the Matched Funding Program (Commonwealth-State dollar for dollar 
funding); 
( v) research (through the three National Centres) 
(NAC Overview, p. 9 7). 
As mentioned in the Introduction, social science researchers have expressed 
considerable reservations over the use of the mass media in HIV prevention. 
However, the "big moments" in AIDS education in the 1980s and 1990s have been 
these highly visible, mainstream television and press campaigns, most notably the 
Grim Reaper and HIV Doesn't Discriminate. And just as these educational programs 
have been carefully referenced to the guiding AIDS policy documents, so too have the 
community based HIV education projects been tailored to fit these guiding statements 
of AIDS policy in Australia. 
7 National AIDS Campaign 1986-1992: An overview (hereafter referred to as the NAC Overview). A 
number of reports and papers produced by the Department of Health (known by various names, 
listed in the Abbreviations) are referred to in this chapter and named by subject matter, as in the 
current example. They are listed in the Bibliography under the name of the Department except where 
a separate author is cited. 
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Importantly, however, the ongoing attention to community education that recognised 
the needs of gay and bisexual men, IV drug users and sex workers, and the very fact 
that the activities of the Commonwealth and its state partners in relation to these 
groups continued "quietly" over the years to the mid 1990s can be seen to 
reference a broader policy climate that was fostered under the successive ALP 
governments. The following sections of this chapter investigate how this policy 
climate allowed AIDS policy officers and project workers to develop an expansive 
doctrine of social citizenship that supported community education work and enabled 
the development of the final mass media campaign, marking a complete departure 
from the approach that dominated the Grim Reaper advertisement. 
2. 2 The Grim Reaper and its aftermath: the ascendancy of the 
Reaper's critics 
The Grim Reaper advertisement has attracted considerable (and ongoing) critical 
comment- both in terms of the images and message used in the campaign, and the 
context of its production. Whereas HDD speaks of living with HIV, the Grim Reaper 
signified death - death through plague. There are two central subject positions 
figured in the advertisement: the innocent but ignorant victims and the killer 
reapers who strike them down. But there is a third subject group, mentioned, and 
distinguished: 
At first, only gays and IV drug users were being killed by AIDS. 
But now we know every one of us could be devastated by it. 
The fact is, over 50 000 men, women and children now carry the AIDS 
virus, 
That in three years nearly 2000 of us will be dead, 
That if not stopped, it could kill more Australians than World War II. 
The advertisement clearly signals that AIDS is now (that is, in 1987) to be 
considered a serious health risk. Its justification for the melodramatic tone of this 
warning call is intimately tied to the class of people the advertisement addresses: 
that justification rests on the perception that AIDS has the potential to affect 
"Australians" who are not "gays and IV drug users." 
Far removed from the later HDD campaign which argued that HIV positive people are 
"ordinary people," the Grim Reaper advertisement demonstrates at best an 
insensitivity to the alternative focus of the community education programs. Its 
classification of "gays and IV drug users" on the one hand, and "every one of us" 
(represented visually by the innocent victims in the bowling alley) on the other, 
can in fact be seen to constitute the very proposition that the later campaign 
76 
attempts to dismiss. What is perhaps most interesting about this reversal in the 
educational philosophy pursued by the Commonwealth Health Department is the 
entrenchment at a bureaucratic level of this second educational ethos - one which 
represents the antithesis of the Grim Reaper theme. 
The aim of the Grim Reaper campaign was to "reposition" AIDS on the public 
agenda, to raise awareness as a precursor to a more thorough distribution of 
information. Stylistically, the television advertisement is well-produced and it 
certainly fulfilled the campaign brief to alert as many people as possible to the 
presence of HIV. 8 Additionally, the raised profile commanded by HIV I AIDS as a 
result of the campaign attracted an initial approval from AIDS organisations and 
some sections of the gay press. 9 Some critics in the gay press noted the 
advertisement's pessimistic tone (Todd in Campaign, June 1987; "A Special 
Correspondent" in OutRage, June 1987); others have also noted the side effects that 
the campaign produced by diverting attention away from preventative behaviours 
towards panic-induced testing (Carr, 1987, p. 30; Morlet et al, 1988, p. 282; 
Winn, 1992, pp 36-37). 
Writ.ing in 1992, Winn makes similar observations on the shortcomings of the 
campaign itself and its development. She argues that: 
[m]any groups had previously worked hard to promote the belief that AIDS is 
preventable and controllable and that everyone has the power to stop 
transmission of HIV infection by adopting particular forms of behaviour. The 
Grim Reaper campaign seemed to undermine that belief by portraying AIDS 
as indiscriminately and relentlessly eliminating its human victims" (p. 
37). 
Accordingly, Ballard ( 1989, p. 363) notes that 
8 A report in Campaign (December 1987 I January 1988, p. 7) notes that "[t]he advertisement was 
selected from more than 230 entries from 41 nations as the best in the public service category at 
the International Film and TV Festival held in New York late last month" and quotes Ita Buttrose 
(Chairperson of NACAIDS) as stating, "[t]he Grim Reaper campaign has resulted in an overwhelming 
demand for the second phase of the Australia-wide education programme, the information phase." 
9 Campaign notes the that "Aids Councils throughout Australia have given their support to the 
Federal Government's Aids education campaign," although adding that a joint statement by the 
presidents of the Councils emphasised that "education must be direct and explicit. It cannot avoid 
guidelines for proper condom use" (May 1987, p. 11 ). In the more critical article by Peter Todd (June 
1987, pp 18-19, the magazine itself expressly distinguished its position by adding a note to Todd's 
argument, "Campaign does not essentially support Mr Todd's assertions ... The Grim Reaper was not a 
vehicle for education, merely an attention getting precursor to educational commercials." 
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[t]here were many within NACAIDS, the AIDS Councils and the wider 
community who disagreed with the tone of the 'Grim Reaper' and the content 
of back-up messages, from which reference to anal sex was timidly deleted 
at the political level (Ballard, p. 363). 
OutRage, meanwhile, noted criticisms of the support booklet produced for mass 
distribution: 
[ c ]ailed Ten Questions About AIDS and Nine Answers, it was attacked as 
vague, wordy, poorly-designed and misleading. AIDS educators dubbed it 
"Ten Questions, Six Evasions and Three Lies." Many agencies refused to 
distribute it, and in late April NACAIDS agreed that it would be withdrawn 
(June 1987, p. 13). 
The failure of this supporting "information" about AIDS, along with the mass 
"distribution" and the striking nature of its images and dialogue, meant that the 
Grim Reaper advertisement came to represent, at least in the press, the entire AIDS 
strategy (see Lupton, 1994, Chapter 4). 
Importantly then, the OutRage report, Ballard ( 1989, p. 363), Parnell ( 1992, p. 
319) and Dougal ( 1996) all observe a break with established consultative practice 
within the Department and in relation to its associated advisory and lobby groups 
that marked the development of the Grim Reaper campaign. Over the period 1 983 to 
1986 the (mostly gay) AIDS Action Committees in the states were restructured as 
AIDS Councils and funded through the Commonwealth and state health departments. 1 o 
Ballard ( 1989, p. 359) observes that at this time the "Commonwealth Department 
of Health had no precedent for incorporating community groups into its planning" 
while Parnell ( 1992, p. 313) notes that the Commonwealth government "was one 
of the first in the world which sought to involve members of the at-risk 
communities in its work." 
In the development of the Grim Reaper campaign, however, the consultation with and 
the servicing of these communities were set aside in favour of a highly visible 
campaign that offended existing community based education in the course of 
servicing the general public. The backlash to the Grim Reaper from various 
constituent groups, and the fact that such criticisms were acted upon, have 
10 In Queensland, however, a conservative state government refused to recognise an organisation 
staffed by gay men and funding was redirected from the Commonwealth to the Queensland AIDS 
Council via a local Catholic order (see Altman, 1994, p. 1 02-1 07). 
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therefore been crucial to the development of AIDS policy and programs in Australia. 
Far from establishing the form of future directions in AIDS education, the Grim 
Reaper campaign can be seen, in retrospect, as forming an important point of 
mobilisation and consolidation of alternative "official" voices in AIDS policy. Winn 
( 1992) notes that 
[a]fter the campaign, corporations and community groups of all kinds began 
to see a role for themselves in AIDS prevention and control, and a chance for 
funding. This resulted in a proliferation of organizations, providing AIDS-
related services and a bureaucracy to support them (pp 35-36, emphasis 
added). 
Thus the ramifications of the Grim Reaper included a thorough incorporation or 
"professionalisation" of otherwise non- or anti-official positions represented by 
gay men, IV drug users, sex workers and other community health advocates within 
the Commonwealth Department of Health. 
It can be argued that the evolution of this "community" model effectively redefined 
the conceptual boundaries of the "public" that was to be served by "public health" 
policy. In Chapter One it was noted that a prime function of the administrative state 
is the care and management of the whole population. The domain of "public health" 
is therefore a key component of such strategies. Within this domain, however, there 
are different models of public health administration that can be implemented. But 
in addition, the decision of Australian authorities in the 1980s to pursue a 
community health model embracing social-democratic principles must be 
acknowledged. 
Many critics (Altman 1994, p. 1 07; Ward 1989, p. 65; Ballard 1989, p. 360; 
Gray, 1990, p. 236) have commented on the benefits of a "community" education 
model over that of a "medical" model of infectious disease. Significantly, the latter 
approach was considered for a period in the mid 1980s, but was defeated with the 
departure of Professor David Penington and the demise of the AIDS Task Force. 
Ward, for example, argues that 
the Federal Government's concern to consult with the broadest possible 
range of people, including people who may be at risk of infection or infected 
with HIV, demonstrates a move away from the exclusively medical models of 
infectious disease that governments have previously employed (p. 65). 
In the power struggles surrounding these events, gay academics like Ballard and 
Altman insist upon contrasting the attitude of Penington and some conservative 
politicians on the one hand, 11 and the AIDS and communicable diseases unit of the 
Commonwealth Health Department and the minister, Dr Neal Blewett, on the other: 
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[m]uch of the credit for Australia's achievements goes to Blewett, who 
worked consistently after the crisis of November 1984 to build a national 
consensus on AIDS through consultation with state governments, advisory 
committees and community organisations. His efforts were facilitated by the 
networks initially developed by his office and department, underpinned by 
the dispersed educational work of official, trade union and community 
groups, and greased by the Commonwealth's preferential funding of AIDS 
during a period of increasing financial stringency (Ballard, 1989, p. 
374).12 
Importantly, then, the place of the community health paradigm in Australia's 
response to HIV did not simply evolve, naturally and through consensus: there is a 
documented process to take this course over more traditional medical approaches. 1 3 
Ballard ( 1989) and others have observed that it was David Pennington's resistance 
to community input at a policy level that led to the establishment of NACAIDS, as an 
adjunct to Pennington's medically-oriented AIDS Task Force. The place of the Grim 
Reaper campaign should not be underestimated in this series of events which saw 
Pennington's model overtaken by that of Buttrose, Blewett and the community 
consultation advocates - and nor should the longevity of its effects. Jo Dougal, a 
former Assistant Director of Education in the AIDS and Communicable Diseases 
branch of the Health Department joined the Department shortly after the Grim 
11 Ballard (1989, p. 358) notes the association of HIV with homosexuality and with the ALP and cites 
the reference by lan Sinclair (Leader of the National Party) to "the promotion of homosexuality as a 
norm by Labour (sic)." O'Hara (1987, p. 16) notes the opinions of Queensland Health Minister, Brian 
Austin, "it distresses the Queensland Government to see how other states and Canberra support 
legalized homosexuality." Perhaps the most significant of right-wing responses came from Wilson 
Tuckey (1988), conservative MP from Western Australia, who described people living with HIV and 
AIDS as "a public risk or a public risk to people's livelihoods" (p. 741) and asserted that "AIDS is very 
much a disease that results from deliberate and possibly unnatural activity. You don't catch AIDS, you 
let someone give it to you" (p. 739). At the time, Tuckey was the Coalition's Shadow Minister for 
Health. 
12 Praise for the personal role of Blewett is also found, for example, in Altman (1988, p. 312), Pintos-
Lopez (1991, p. 9), and Parnell (1992, pp 313-14). Blewett himself (1987, p. 68) has said, "[w]e can 
either go forward as a nation united by determination, courage, compassion and a clear understanding 
of what we need to do and how to achieve it, or we can slide backwards, divided by fear and panic and 
crippled by irrational and erratic responses." 
13The contrast between this Australian response and that of the US and the UK is explored below. 
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Reaper campaign. Dougal argues that tension among health workers and policy 
makers after the Grim Reaper campaign was a key factor in the Second National 
Strategy, launched in 1993. The series of advertisements that formed the initial 
mass media campaigns (the Grim Reaper, Russian Roulette, the Q&A booklet 
advertisements, Beds, and Feet) defined one leading approach to the Commonwealth's 
role in AIDS prevention and education - an approach that targeted sexually active 
young people and intra-venous drug users, using national television advertising. 
Dougal argues that this approach was questioned by policy makers and education 
workers who feared Commonwealth dominance of the field by way of an 
inappropriate methodology: 
the Commonwealth just ran off and produced these campaigns without any 
recourse to anyone and they cost a lot of money and they were applied, as it 
were, to the "wider community" without any thought about their impact on 
other levels or their relationship to other programs. 14 
The second major mass media campaign in 1990 (Needlebed, Testimonials, and Vox 
Pop) attempted to correct this problem. This campaign significantly altered the 
approach from one which warned "everyone" of the coming epidemic, to one which 
specifically addressed heterosexual sexual activity, drug use, and the link between 
drug use and bisexual sexual activity. John Tulloch's (1992) assessment of these 
advertisements, however, reveals the continuation of the accusatory tone embodied 
in the Commonwealth's address on heterosexuality and HIV I AIDS, of the "guilty 
victim" syndrome conveyed by the Testimonials sequences, for example. 
Furthermore, both the 1987/1988 campaign and the 1990 campaign are premised 
upon an ultimately infeasible split between the figure of the general public and 
other components of that community. The social-democratic nature of the 
community model for health education promoted tolerance of a range of sexual 
practices and intravenous drug use: it stressed safe practice where the initial media 
campaigns encouraged abstinence. Over time, those responsible for the 
implementation of the National Strategies were able to correct this problem, 
developing a more inclusive vision of social citizenship that would modify "public 
health" methodologies in keeping with a more inclusive concept of the Australian 
public. It was as a direct result of this questioning of the Grim Reaper approach, 
therefore, that a whole range of campaigns conducted at a community level were 
funded- both those campaigns designed directly by the Commonwealth through the 
14Personal interview with Jo Dougal, February 1996. Future references to Dougal are taken from this 
interview. 
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Department of Health and those produced by its "partners" with federal money. By 
the end of the final term of the Hawke and Keating ALP governments in 1996, the 
validation of the gay community voice had been almost complete: the Commonwealth 
had withdrawn from the generation of campaigns in a direct role, further 
institutionalising AFAO as the "peak national body" advising on HIV policy. 
It is important to stress two points in relation to this process. First, this 
consolidation of the community model was achieved partly by drawing on an existing 
tradition of social democratic principles within (one tradition of) ALP ideology and 
policy. Specifically, this tradition enabled the deployment of a discourse of social 
justice and cultural diversity. Secondly, the activation of these principles, at least 
in the area of AIDS policy, did not rest upon a concept of "blind pluralism" that 
anticipated the manifestation of social justice through a tokenistic "nod" to a 
number of competing, disenfranchised voices. Rather, it was achieved through the 
strategies of program workers and policy officers within the Department and its 
various state partners who successfully developed the community health model 
around the Commonwealth's requirements for the effective (health) management of 
its population. 
Accordingly, before turning to an examination of the ultimate marker of the success 
of the community model- its expression in the 1993/1994 mass media campaigns 
- we will first look at the strategies through which the Commonwealth was able to 
shape the public agenda for HIV and AIDS through a social justice paradigm. 
3 Commonwealth leadership: agenda-setting and the NAS 
3.1 "Positioning" AIDS 
Much authority flows to the Commonwealth government from the "heads of power" 
provided under the twin goals of the National HIV I AIDS Strategies. In providing 
itself with the brief to eliminate transmission of the virus and to minimise its 
personal and social impact, the government in the 1 980s, primarily through the 
Department of Health, opened up a new sphere of activity. Its actions and its 
programs, however, do not draw simply upon health policy and the process of 
problematising AIDS is not restricted to this domain: this process manifests in areas 
such as television drama that have little association with the medical field. 
Intrinsic to government action in this area has been the Commonwealth's assertion 
of its rights and duties in setting a national agenda and in shaping public opinion. 
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Under the National Strategy, the Commonwealth's role in AIDS prevention and 
education is often expanded to include an agenda-setting role, a "positioning" and 
"repositioning" of this important national issue. This is expressed in the Second 
NAS in the following aims: 
• "to control its [HIV's] spread, minimise its impact on people already 
affected and influence the way society thought about the sensitive issues 
raised" (p. 2); 
• "to create a broad climate of community understanding about the HIV I AIDS 
issues" (p. 23) (emphasis added in both). 
In the NAC Overview, this idea was expressed in similar terms, in "keeping AIDS on 
the agenda and positioning it in certain ways" (p. 3) and in "positioning or 
representing AIDS ... [and] in shaping attitudes and changing behaviour" (p. 4). The 
notion of a "climate of understanding" was also referred to: "the NAC attempts to 
create a climate where behaviour change can occur and be maintained" (p. 31 ). 
These goals are ambitious ones; they involve effecting cultural change - in changing 
the way people understand HIV and relate to HIV positive people, and also how they 
think about sex and drug use and the social conditions in which they occur. There is 
also a nationalist element in this rhetoric, and this will be clearly evidenced in the 
examination of the HOD campaign. But the single most important element is the 
action of the government in managing the population. The opening paragraph of the 
NAC Overview, for example, reads as follows: 
[a]s a community health issue, HIV I AIDS confronts personal and cultural 
mores, beliefs and community expectations about the role of government in 
advancing social and health policy. Within this environment, the challenge 
for a national government agency has been one of devising effective means for 
shaping what has become a new public and social health agenda. This is not 
unique to HIV I AIDS; similar efforts have been required in other areas of 
health and social policy (p. 3, emphasis added). 
The national interest here is conceived of in terms of the operation of good 
government. Significantly, in the 1992 report on HIV and the media provided to the 
government by the Communications Law Centre, Health Minister, Brian Howe 
asserts in a Foreword to the report, "Australia [is] at the forefront of world-wide 
efforts to effectively manage the AIDS epidemic in a rational, compassionate and just 
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manner'' (p. 3, emphasis added). The Privacy and HIV I AIDS Working Party ( 1991) 
expressed a similar sentiment when making its submission on privacy laws: 
a government response that is sensitive to the privacy interests of people 
with HIV will go a long way towards ensuring a humane and compassionate 
response to the epidemic at all levels (p. 4). 
One important example of the management strategies of this "rational, 
compassionate and just" state is the attempt to "normalise" HIV I AIDS and its 
investment in the seemingly antithetical, yet in practice complementary, discourses 
of social justice and economic rationalism. 
3. 2 Normalising the population: social justice and the NAS 
Essential to the very nature of the NAC is the act of "normalising" HIV and AIDS, 
people with HIV I AIDS and also of a range of social/personal "conditions" with which 
they are associated. As observed in Chapter One, these conditions are often perceived 
as outside of the "normal" or the "general." The social justice formula, however, 
can be applied to bring them back inside the domain of the normal. This approach 
reveals a more far reaching scheme for the "good administration" of the population 
than simply the development of the (physically) healthy subject. In attempts to 
effect a harmonious social body, Australian governments have been willing to extend 
the markers of citizenship to those who might otherwise remain on the "outside." 
The desire to make normal or to bring into the mainstream is evidenced in any 
number of policy documents and reports, which extend the act of normalising safe 
sex behaviour into advocating the idea that HIV positive people are normal, ordinary 
people with all the rights and responsibilities of non HIV positive people. An 
example of the former argument is found in the 1991 education paper (AIDS 
Education: The next three years): "the normalisation or socialisation of safe 
behaviours is only in its infancy and will require a long-term program of 
education" (p. 2). However, in an elaboration of this principle, the 1994 study of 
men who have sex with men (the MSM Report) concluded that "research on MSM 
indicates the need to normalise the HIV I AIDS health promotion message and to 
normalise sex between men" (p. 77). 
Such an approach informed each aspect of the HIV Doesn't Discriminate campaign. In 
the media kit for the 1994 relaunch, it was asserted that "[t]he use of real people 
helps to normalise and de-stigmatise PLWHA" (Backgrounder No. 1 ), while in her 
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speech at the launch, Health Minister Carmen Lawrence said "they are ordinary 
people leading everyday lives" (p. 5). Furthermore, the 1993 evaluation of this 
campaign claimed that "there is clear evidence that the campaign is working toward 
"normalising" social contact" (p. 33). 
This desire for the normalisation of otherwise marginalised people helps to define 
the ALP-shaped social democratic perception of "society" and its citizens and to 
expand the category of the general public which informed earlier mass media 
campaigns. The plethora of AIDS policy documents evidences a program aimed at 
bringing various sub-groups within the mainstream of acceptability- not by 
eradicating the qualities that distinguish them, but by shaping the mainstream to 
accept those elements of difference. Accordingly, separate studies have been made of 
gay and bisexual men, men who have sex with men, women, Aboriginal and Torres 
Strait Islander people, people from non English-speaking backgrounds and injecting 
drug users. At some point in each of these studies there is some reference to the 
principles of access, equity and human rights. 15 
All HIV projects and policy were crafted in the light of the guiding principles 
contained in the National Strategy. The Strategy, for example, proclaims that 
[t]he Commonwealth's social justice principles, which emphasise access, 
equity, participation and equality for individuals and a client focus, underlie 
this national HIV I AIDS strategy (Second NAS, p. 1 0). 
The Strategy further states that: 
[s]ocial justice principles and a supportive legislative environment are 
integral to Australia's success in responding to the HIV epidemic (p. 38). 
But it is in the 1993 campaign that the principles of the ongoing community based 
campaigns are most thoroughly integrated into the national media campaigns. 
15some examples are: 
• the 1994 NESB Report states that "funding decisions have been made and programs developed 
based on principles of access and equity which have framed ihealth [sic] promotion over the last five 
years in Australia" (p. 33); 
• the 1992 Women and HIV/AIDS Education report made reference to "the importance of 
implementing HIV I AIDS education programs in ways which ... take into account issues of access, 
equity, and social justice" (p. 4); 
• the 1992 review of media and privacy law commissioned from the Communications Law Centre, 
HIV/AIDS and the Media (the CLC Report), stressed the importance of "the protection given to the 
human rights of all Australians" and noted that "[l]egislation can be an effective educative tool by 
responding proactively in making rights (and any justifiable restriction on their exercise) clear, 
enforceable and known by all parties" (p. 4). 
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3. 3. The HIV Doesn't Discriminate campaign: redefining the public 
It is possible to see the HIV Doesn't Discriminate campaign as a case study for the 
discursive refinement of the struggle to know AIDS in terms of "equity" and "social 
justice." It draws on elements of an earlier campaign from 1989 -the "dummies" 
advertisement designed for people from non English speaking backgrounds which 
used the image of a collection of shop dummies to explain, "this is how AIDS sees us. 
It doesn't discriminate between men and women. It doesn't judge us by the colour of 
our skin. It doesn't recognise religion or culture. AIDS treats everybody equally. It 
can kill." 16 The later campaign adapted this theme, shaping it into the most 
unequivocally social democratic expression of health policy within the mass media 
campaigns. 
There are three separate advertisements in the 1993 campaign, with five 
supporting print ads. The theme and the message remain the same in all three ads -
only the "characters" and their relationships to others (denoted in text 
accompanying each image) vary from ad to ad. Each of the three advertisements, 
filmed in documentary-style black and white, features three groups of characters. 
Each group contains one HIV positive person and one or more people who feature 
with them in their own personal or social surroundings of work, home or 
recreation. Several of the advertisements rely on an element of ambiguity in 
identifying who, in these various settings, is the HIV positive character, a technique 
that further emphasises the contrast, noted by Tulloch and Lupton (1997, p. 48), 
between these ads and the dark, silhouette images of the Testimonial campaign. 
All of the advertisements employ a technique that shifts the notions of subjectivity 
in relation to these characters. The primary "subject" of the ads is the HIV positive 
person, with the "message" that HIV positive people are ordinary people. But the 
campaign introduces a second message when it identifies the source of 
discrimination against these people: other people. Thus the shift in subjectivity is 
achieved when the responsibility for certain attitudes and behaviour shifts to the 
non HIV positive audience. In terms of the audience address, the ads speak to both HIV 
positive people (in effect, "you can't be discriminated against") and to non HIV 
positive people ("you can't discriminate"): they address the audience as citizens. 
1 6 The campaign had a very low exposure on commercial television, with SBS TV and radio and ethnic 
community newspapers the major media forms used. 
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Each of the three ads uses a line of text that is either presented against a black 
background or superimposed over the images of the characters. This "message" 
runs as follows (with the numbers in square brackets indicating new screens): 
[1] People 
[2] Someone's friend (ad 1)/husband (ad 2)/child (ad 3) 
[3] Someone's sister (ad 1 )/uncle (ad 2)/workmate (ad 3) 
[ 4] Someone's boss (ad 1 )/partner (ad 2)/son (ad 3) 
[ 5] Ordinary people 
with something in common 
[6] They are all HIV positive 
[7] HIV is a virus. 
It doesn't discriminate 
... people do. 
Thus each of the ads begins by presenting a large, anonymous and uncertain concept 
("people") which is then refined to the knowable and the familiar by anchoring 
each of the figures on screen to some relationship with another person. The 
implication here is that this "someone" (not the HIV positive person) could be 
anyone, including a non HIV positive viewer. 
The people used are all "regular" looking- no one too extreme in dress or 
demeanour, and they are placed in familiar and easily recognisable work, home and 
social contexts. The lyrics of the slow tempo song used for the soundtrack (the only 
sound used in the ad) reinforce the theme that these people are "everyday" kind of 
people; they ask only that "you" do not dwell on this one common feature. The song 
used is one by Crowded House, one of Australia's best known (and therefore 
familiar, but also "safe") bands, and plays as follows: 
All/ ask 
Is to live each moment 
All/ ask 
Is to live, live each moment 
Free from the last. 17 
17 Crowded House songs have since been used in The Sum of Us (1994) and Reality Bites (1994). 
Both are films with significant statements on HIV and AIDS (with a homosexual inflection in the 
former and a heterosexual one in the latter). 
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The ads' masterstroke, though, comes at the final screen of text. Having established 
that HlV positive people are "ordinary people," and having left the implication that 
the people who surround them and exist quite harmoniously with them are also 
ordinary people, (people just like the viewer), the ads then return to the larger 
concept used at the outset, "people." By this point, the ambiguity and anonymity of 
the term have been resolved: "people" now means "ordinary people," and ordinary 
people includes "you." Hence, through an inversion of the initial subject positions, 
the ads now instruct the viewer him/herself to avoid discrimination against HIV 
positive people. 
It is this second "message" and the way in which it is achieved that distinguish this 
campaign. The campaign works through a series of messages or manoeuvres which 
take the dominant concept of AIDS further away from the residual images of the 
Grim Reaper. In suggesting that there are a number of subject positions that one can 
occupy in relation to HIV, but that in the end we're all "ordinary people," it 
addresses the core problem in the Grim Reaper campaign. In the earlier ad, there 
were two subject positions: the Reaper itself (which translated to the figure of the 
"AIDS carrier") and the "innocent victim" (the "you" or, as the ad itself 
expressed this relationship, "one of us"). Through their emphasis on multiple 
subject positions assumed in relation to HIV, the HDD ads thoroughly reject the 
approach taken in the Grim Reaper ad. Not only do they avoid the predatory tone of 
the earlier campaign, with its message that AIDS could kill "everyone of us," but 
they also avoid any direct implication that the non HIV positive viewer could also 
him or herself become HIV positive as a result of contact with positive people. 
Instead, these advertisements develop the theme of "ordinary" people through the 
text and images presented. It is not until the end of the ad, by way of a word play 
used to introduce the discrimination message and with the images of patently 
"ordinary" people formerly established, that there is any suggestion that the HIV 
negative viewer could be one of these people. Thus the campaign cleverly deploys the 
category "ordinary people," largely avoiding the problems with the term observed 
by Gay Hawkins (1990, p. 48). Hawkins acknowledges the appeal of the term, but 
notes how it threads itself through community arts discourse as a populist category 
that can further entrench the division between popular culture and high art. 
Hawkins cites Tim Rowse's observation ( 1985, p. 163) that "it is easy to identify 
with a constituency called 'ordinary people,' only if the fantastic status of 'ordinary 
people' remains unexamined." In contrast, however, the HDD campaign uses the 
term as a means of inclusion- making "class" connections, rather than reinforcing 
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divisions. The outcome is that within this inclusive concept of the population, HIV 
positive people are fellow citizens; HIV and non HIV people are interpellated alike as 
members of the general public. 18 
Finally, the print advertisements, while pursuing a similar message, introduce 
more confronting, personalised accounts of the primary "character's" own stories. 
The ads allow for several paragraphs of text from five of the people featured in the 
television advertisements, accompanied by a photograph of each engaged in some 
social activity with other people. Feature paragraphs in bold include, for example, 
statements from "Wayne, 29" that "[i]solation and fear is what makes living with 
HIV so difficult" and from "Robert, 51," "I don't quite fit their picture of someone 
who's HIV positive." A further print ad features a well known AIDS activist Bruce 
Brown, who comments, 
I spend my time working for the rights of people living with HIV because it's 
a way of focussing my anger and doing something positive with it ("Bruce, 
34"). 
When the campaign was relaunched with some amendments in 1994, Brown's ad was 
further personalised: he died from an AIDS-related illness in the intervening 
period; the new ad was amended to give the year of his birth and the year of his 
death. 
3. 4 Equality with productivity 
Through the category of "ordinary people," the HOD campaign successfully 
established a scheme of social citizenship that was more expansive and inclusionary 
than that of the earliest mass media campaign. In this respect, the campaign 
challenges Lupton's assessment that health promotion campaigns demonstrate a 
"continued focus on individual behaviour ... to the exclusion of creating publicity 
around the social structural dimension of ill-health ( 1995a, p. 125). However, 
this redefinition of the Australian population was not solely established through a 
discourse of social justice. The real efficiency achieved by the "administrative" 
state was to link the discourse of social justice to a discourse of productivity 
wherein a healthy population becomes a productive population. 
18 Deborah Lupton ( 1 99 Sa) provides an example of this strategy in reverse. In a New South Wales 
anti-smoking campaign using the slogan "Other People's Smoke," smokers are represented by the 
category of other people and "non-smokers are positioned as consorting with the Other in their own 
downfall by refusing to act to prevent others from smoking in their presence" (p. 119). 
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The launch of the 1994 round of the HOD campaign was performed by the Minister 
for Health, Dr Carman Lawrence. The minister opened her speech with the following 
comment: "[i]t is with great optimism and faith in the humanity of Australians that 
I am here today ... " She later referred to "the first round of television and print 
advertisements, aimed at humanising HIV I AIDS ... " and to "the humanitarian 
motives underpinning anti-discrimination efforts ... " One of the Backgrounders for 
the campaign stated, "[i]ssues of access, participation, privacy and social justice 
continue to be vital elements in the policy which guides this country's response to 
the epidemic" (Backgrounder No. 7, p. 1 ). 
While the primary message was the need to extend a degree of "humanity" to people 
with HIV I AIDS, the supporting strategy was to frame the issue in terms of 
economics and national utility. The news release contained the following statement: 
Dr Lawrence said that some people won't employ others because of 
misinformed prejudices, and because of this the country loses out both 
socially and economically. "Basically, it's a waste of our most valuable 
resource - our people." 
Bryan S. Turner ( 1997, p. xv) argues that health is a form of policing which is 
specifically concerned with the quality of the labour force, and this is in part the 
concept that the Minister draws on in her HOD speech. After her opening line 
concerning "faith in the humanity of Australians" she makes a series of 
observations, worth reproducing in full on account of their careful interrelation of 
the subject of social justice with the economic rationalist discourse of 
"productivity." 
In addition to the humanitarian motives underpinning anti-discrimination 
efforts, it must be acknowledged that there is an economiccostto society 
when HIV positive people are discriminated against. 
People living with HIV can, and do, live asymptomatically for long periods. 
They are able to lead productive lives, work and contribute to society in the 
same way as any other Australian. 
To deny them these rights and to discourage them from maintaining their 
health, forces people to rely more heavily on health and welfare services. 
This costs the community economically and the individual personally. 
Fear of Discrimination can also prevent people at risk from being tested for 
HIV. 
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If they are carrying the virus and don't get the benefit of early health 
monitoring and treatment, their infection may ultimately require increased 
hospitalisation at both personal and public expense. 
So there is both a human and economic benefit in eliminating discrimination 
(emphasis added in each). 
This passage is a good indication of the significance of the notion of national 
prosperity, but it is also a good example of the inclusionary strategies of a liberal 
democratic government - its attempts to bring all citizens in under its wing and its 
care, and to have them all respond to its discourse of the common good. If the 
government succeeds, then it eliminates a source of potential unrest and conflict, 
that is, the subversive acts of those discontented with their lot. In the end, it 
ensures social harmony through the good management of the whole population. 
This parallel operation of a discourse of social justice with that of economic 
rationalism is not unique to the domain of AIDS policy: it characterised policy 
discourse across various portfolios through the successive ALP governments of the 
1980s and 1990s. Stuart Cunningham's example of the co-existence of feminist and 
economic rationalist discourse in the National Agenda for Women (produced by the 
Office for the Status of Women) was noted above ( 1992, p. 170). At this point, 
then, it is worth exploring the origins and influences of these two traditions on AIDS 
policy in Australia - social justice and economic rationalism. 
4 Policy context 
By 1995, seroconversion rates in Australia had plateaued.19 Accordingly, it was 
predicted in the Third National Strategy that, 
[a]ssuming that rates of new HIV infection and progression to AIDS in people 
with HIV infection have remained constant in the recent past and will 
continue to do so, the number of new cases of AIDS each year will remain 
close to the current level for another decade, after which it will begin to 
decline (1996, p. 9). 
The success of these programs pursued under ALP administrations since the early 
1980s had by this stage received international recognition. Policy documents and 
19 The National Centre for HIV Epidemiological Research's estimated total number of diagnoses of HIV 
infection to 31 December 1995 was 15 200 (adjusted from 19 453 to take account of multiple 
reporting) (Third NAS, p. 9). 
position papers are laced with references to the respect afforded to the Australian 
national response: 
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• "the NAC ... has been a program which has received international recognition 
for its approach and achievement" (NAC Overview, 4); 
• "Australia is already recognised as a world leader in AIDS education ... " 
("General Questions and Answers," HOD Media Kit); 
• "Australia [is] a world leader in HIV I AIDS education and prevention ... the 
ongoing consultation and cooperation that takes place between Federal and 
State and local governments, community groups and people living with HIV 
and AIDS ... is viewed throughout the world as an exceptional model" (Travel 
Safe, 13); 
"Australia [is] at the forefront of world-wide efforts to effectively manage 
the AIDS epidemic in a rational, compassionate and just manner" ( HIV I AIDS 
andthe Media, Foreword by Brian Howe, p.3). 
Though the above expressions of "national achievement" would seem to position the 
Commonwealth government as a pre-determined leader in the formation of AIDS 
policy, this situation was by no means guaranteed when AIDS first emerged in the 
early 1980s. In both the US and the UK, federal responses are notable for the 
reluctance of the Reagan and Thatcher governments to engage in the localised CBO 
work pursued in Australia. The successful record in this country must acknowledge 
two essential factors: a constitutional tradition that enables the Commonwealth to 
impose its own preferred policy positions on the otherwise "autonomous" state 
governments, and the ascendancy of the ALP governments of Bob Hawke and Paul 
Keating over the period 1 983-1 996. 
4. 1 Federalism and ALP asc~ndancy 
The Commonwealth's role in steering health policy in Australia is one determined 
largely through agreement with the states (which retain basic powers for the 
provision of health services) and through the "encouragement" of policy directions 
by the supply of finance and grants attached to certain identified outcomes. 20 Rydon 
and Mackay (1989, p. 221) have observed that "[a]ll post-war governments have 
put conditions on health funding while using special grants to varying degrees." 
20 The limited constitutional heads of power for the Commonwealth's participation in health care are 
discussed by Sax (1989, pp 230-231) and Rydon and Mackay (1989, pp 204-205 and 219-220). 
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More specifically, Gardner and Barraclough (1992, p. 23) explain how the federal 
ALP government influenced the health policy of the states in the 1980s through the 
Medicare Hospital Agreements scheme: 
[a] system of positive and negative sanctions existed, so that a state had 
access to additional moneys if it pursued, for example, a policy of palliative 
care, or support for AIDS patients. 
But this political context established through the Hawke and Keating ALP 
governments of the 1980s and 1990s has a heritage that can be traced to the earlier 
ALP government of Gough Whitlam (1972-1975). Recent AIDS policy in Australia 
has been shaped by the interaction of the remaining social democratic policy strands 
of this earlier government and the actions of key personnel working within the 
increasingly managerialist philosophy of the later governments. 
The most significant aspect of the impact of ALP policy on HIV and AIDS has been the 
commitment to an institutional rather than a residual model of health care. Gardner 
( 1995a, pp 163-165) points out the differences between the institutional 
approach which recognises that "there is structured inequality in society which is 
permanent, therefore provisions for health care and social welfare should be 
institutionalised," and the residual model under which the state "should only 
intervene when other support systems, the family and the market, have failed" (p. 
163). Gardner avoids characterising the ALP approach to health as an institutional 
model across the board (with the corollary that Coalition policy is unswervingly 
residual) (p. 164), but it is certainly the case that AIDS policy reflects this 
institutional approach: the combination of central planning with increased 
participation of communities is emblematic of the Australian AIDS policy 
framework. 
The interrelation of health care and other aspects of social welfare signalled in 
Gardner's comment above is an important determining factor in Australian AIDS 
policy. Gardner (1995b, p. 203-28 and 1995a pp 167-178), Ballard (1992, p. 
5) and McPherson ( 1992, p. 132) all point to the influence of the Whitlam 
tradition in shaping key aspects of Hawke and Keating policy; principally, the 
centrality of issues of equity and social justice and their embodiment in the 
community health schemes. 
Equal health advocates enjoyed a period of considerable influence under the Whitlam 
government until 1975; their power declined, however, as the conservative Fraser 
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government demonstrated its traditional "shared ideology between the medical 
profession and the Liberal coalition" (Gardner, 1995b, p. 207), abolishing 
Medibank.21 22 Whitlam's emphasis on public sector involvement in health care saw 
the development of the public hospital system, the community health program and 
the school dental program. The association with the broad reform agenda of this 
government is noted by Gardner ( 1995a, p. 1 68) when she observes that these 
policies 
conformed to the party's overall ideology in attempting to redistribute 
wealth and give greater access to, and control over, health care for lower 
socio-economic groups to the extent that the system would allow. 
When the Hawke Labor government came to power in 1983, it brought a 
restructured health care system in the form of Medicare and a renewal of the 
community health model. Clearly, these aspects were fundamental in forming the 
pre-conditions for a framework of response to the AIDS crisis, which at the time of 
Hawke's election victory was only beginning to manifest in Australia. Ballard 
(1992, p. 5) points out: 
Labor's tradition of opposition to the medical profession as well as the heated 
disputes over the establishment of Medicare and over doctors' salaries led 
the then Minister of Health, Neal Blewett, to develop a strategy of building 
alternative bases of policy advice in the Public Health Association, the 
women's health movement, the Consumer Heath Forum and the Australian 
Federation of AIDS Organisations. 
This "tradition" provided the crucial conditions for the consultation with gay and 
lesbian and other community groups that was developed when HIV infection began to 
appear in Australia after 1983.23 Most notably, by the mid-1980s, the foothold 
gained by a centralist and pluralist administration ensured that the AIDS Action 
21 Gardner (1995a, p. 178) observes that the Coalition's "Fightback" package of 1991-1993 was again 
consistent with this orientation: "[t]he emphasis remained on the private sector supported by the 
public sector, and on regressive rather than progressive taxation - the mirror image of those of the 
Labor Party." 
2 2 Michael Pusey (1991) also notes the significance of the traditional association of the medical 
profession with the conservative parties (p. 1 OS) and argues that the Health Department has 
resisted the incorporation of medical professionals within the bureaucracy (in favour of community 
health groups) - "presumably for the reason that Health does not want to further reduce its already 
small margin of independence from the outside pressures of the medical lobby" (p. 1 21 ). 
23 Gardner (1995a, p. 160) includes the advent of both occupational health and safety and "industrial 
democracy" (linking occupation environment with socio-economic circumstances) within this list of 
conditions defining ALP policy. She argues that "without changes in these areas health education in 
isolation becomes an adjunct only to health care services rather than part of a system of prevention." 
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Groups had been upgraded to state AIDS Councils and funded by federal money - well 
before the development of the "mainstreaming" projects of the National AIDS 
Campaign in 1987. 
4. 2 Economic rationalism 
A Labor government, even when faced with economic constraint, is reluctant 
to make sizeable cuts to public sector health and welfare. It will go as far as 
its supporters, its party, and its ideology will allow (Gardner, 1995a, p. 
172). 
While the tradition of social justice in ALP health policy explains one significant 
aspect of Australia's HIV I AIDS policy under Labor, the health care climate of the 
1980s and 1990s was as much shaped by another facet of ALP policy of the 1980s: 
"economic rationalism." 
Wiltshire ( 1990, p. 28) observes that the Hawke government came to power with 
"a blueprint for bureaucratic reform" and Pusey ( 1991) has documented in detail 
the embodiment of this "reform" agenda in the doctrine of economic rationalism. 
Pusey argues that the economic sphere has taken precedence over both the political 
and social spheres, so that 
economic rationalism creates and itself depends upon a hyper-objectification 
of the market and market processes and ... this goes hand in hand with an 
uncoupling of the economic and socio-economic contexts and premises of 
state action (p. 170). 
When it is applied to health and social services, then, this changing ethos seeks to 
redefine government involvement in social services by viewing them as potential 
contributors to economic goals. So, for example, the management of hospitals and 
schools ceases to be primarily a question of improving health and education, and 
becomes a matter of labour productivity (see, for example, Considine, 1992, p. 
45). 
Within this scheme, the market becomes the most efficient means of "resoursing" 
the population, displacing the concept of the "social wage" and the central role of 
the public sector in the redistribution of wealth (McCoppin, 1995, p. 94). The 
modification of ALP policy from the 1970s to the 1990s is thus observed by 
Wiltshire ( 1990, p. 39): 
whereas Whitlam saw the quality of life in Australia as being largely 
delivered by the public sector, Hawke depends on the market for this. The 
bureaucracy is merely a means to this and other ends. 
This shift is also identified by Petersen and Lupton ( 1996) and other researchers 
working in the area of the sociology of health. The later policy approach is 
characterised by these writers in terms of the emergence of "neo-liberalism." As 
Petersen (1997, p. 193) describes them, neo-liberal societies are 
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societies characterised by a form of political rationality that reactivates 
liberal principles: an emphasis on markets as regulators of economic 
activity; scepticism over the capacities of governments to properly govern; 
and the replacement of 'welfare dependency' by active entrepreneurship (see 
also Bunton, 1997; Turner, 1997). 
Petersen and Lupton spell out the implications for the individual and the processes 
of self management expected in such a society: 
[w]ith the development of a 'duties discourse' in parallel with the 'rights 
discourse' [which characterised the welfare state], citizens are assigned a 
whole range of new reciprocal responsibilities and obligations which require 
something of a superhuman effort to fulfil ... being a 'healthy', 'responsible' 
citizen entails diligence, self-control and hard work (p. xiii). 
Accordingly, this climate of economic efficiency and rationalisation of resources saw 
some cutbacks in social services like health care.z4 Pusey notes the lower status of 
the service departments like Health, Education and Social Security in relation to the 
originating "economic rationalist" central agencies of Treasury, Finance and Prime 
Minister and Cabinet: 
24 Robin Murray (1989, p. 54), writing primarily about Britain, gives an indication of the international 
context of Labour governments in the 1980s: "[w]hether in this country or abroad - in Spain, France, 
Greece or Australia - social-democratic governments have come in on a platform of expansionism and 
redistribution, only to traumatise both their electorates and themselves by introducing cuts and 
deflation." It should be acknowledged, however, that the sale of public assets and utilities proceeded 
at a much faster pace under the Conservative Thatcher government than under Labor in Australia. 
96 
relations with the central agencies were experienced not as a clash between 
two different sets of economic norms but rather as a clash between economic 
power and social needs ... The central agency departments set the agenda and 
terms of arguments because they posed the questions that others must 
answer (p. 1 08). 
Importantly, though, this discourse of economic rationalism is not an all-
determining one and traditional ALP doctrine was not altogether abandoned. Gardner 
( 1 99 Sa, p. 171) for example, points out that although the 1986 budget aimed to 
cut health care spending by $300 million, the cutbacks were targeted at private 
hospitals -"consistent with Labor ideology." Furthermore, within the health 
portfolio, HIV I AIDS programs managed to retain a significant element of the social 
justice emphasis. Ballard ( 1988, pp 549-550) argues that the assessment of the 
Grim Reaper campaign evidences both "a broadening of the groups involved in policy 
and a concomitant bureaucratisation of procedures." Thus "AIDS policy was pushed 
on from an initial period of entrepreneurial innovation [on the part of activists], 
which had served remarkably well, to an era of management" (p. 550). 
This "bureaucratisation" of community voices marks out a policy climate which 
displays characteristics of both a managerialist and an expert model of bureaucracy. 
In the managerialist model, "public organisations are viewed as production houses 
or paper factories churning out the goods and services required by consumers," 
while in an expert one, there is a recognition of the importance of informed opinion 
and "the harnessing of creative talent in order to create services or experiences 
which an informed audience will value" (Considine, 1992, p.29). AIDS policy in 
Australia exhibits elements of both these systems, being quite highly organised and 
structured, but embracing different forms of "expert opinion." In short, it 
demonstrates participation - a form of policy development that is '"a ground-up' 
rather than 'top-down' approach, where those who are affected, or potentially 
affected, by the policy are the ones who design, implement and evaluate the 
programs" (Gardner and Barraclough, 1992, p. 23). This climate of 
"participation" in developing and implementing AIDS programs has similarities 
with the emphasis on access that Gay Hawkins ( 1990, p. 36) identifies in relation 
to the Community Arts Program (CAP) of the Australia Council. Indeed, both 
strategies reveal the capacity of the bureaucratic state to recognise the needs of its 
constituencies through the enabling category of "community." As Hawkins observes 
of the CAP: 
'[c]ommunity' was a useful category in which to group all those left out in 
the cold by the restricted and elitist definitions of value constituted by the 
[high culture] discourse of excellence. 
97 
Hawkins' description of the term community as "useful" is significant: it points to 
the strategic nature of acting in a policy context, and avoids the suggestion of an 
intrinsic and universal meaning and value attaching to the term (see Petersen, 
1994, pp 108-1 1 0).25 
The AIDS policy model therefore sees community groups funded to pursue programs 
at a local level, as well as education initiatives and research at a national, "public 
health" level. But importantly, the staffing of the Health Department with members 
of affected communities- a more radical recognition of the status of the "expert"-
also fits with the economic rationalist model. In describing the implementation of 
economic rationalism in Australian bureaucracies, Gardner ( 1995b, p. 209) 
points to "a centralisation of control but a decentralisation of tactical decision-
making" where "local decision makers will respond accordingly all down the line." 
This "response" however, has been one that recognises the advent of economic 
rationalist "performance indicators" and the like but which, in its commitment to 
the older notion of "service" represents a notable departure from the market 
orientation of the dominant policy initiatives of the central agencies, mentioned 
above. 
The characteristics of this market orientation as described by Gardner ( 1995b, p. 
209) (whereby "[t]he emphasis is on products so that it is outcome oriented and 
designed to cut costs while maximising output, with performance appraisal and 
accountability measures to ensure the quality of the product") are recognised by 
AFAO officer, Paul Martin. Martin claims that conservative governments like 
"projects with products that you can hold up."26 Commenting in the same week as 
the 1996 federal election, Martin predicted that it would be the outreach strategies 
and community development programs that would be difficult to fund under a 
Coalition government. 
In the Australian policy context, then, there is an implication of the tenets of social 
justice within a discourse of productivity and efficiency. Writing in 1992, 
25 Hawkins' use of the term should be distinguished from Bennett's (1990) more functional notional 
of "useful culture." 
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McPherson noted the primacy and interconnectedness of economic development and 
social justice to the Victorian Labor government of Joan Kirner: "[i]ts social 
justice policy is based on the premise that new opportunities created by 
development are shared by all" (p. 132). In considering the role of social justice 
within economic rationalist discourse, McCoppin (1995, p. 96) argues that social 
justice and equity become secondary goals - that they are only valued to the extent 
that they assist in effecting efficiency and productivity; when they do achieve this, 
they become integral to good management practice. 
In contrast to this pessimistic view, however, it is possible to argue that in relation 
to HIV I AIDS policy, the linking of equity and social justice to economic rationalist 
discourses such as productivity that "normalise" the HIV positive person as a 
potential productive citizen actually works as an enabling strategy to promote and 
expand the concept of "service." One useful way of illustrating this productive 
engagement with bureaucracy and policy formation is to contrast the Australian 
experience with that in the two most prominent English speaking nations, the US and 
the UK. 
5 Comparative policy contexts 
5. 1 US and UK policy and campaigns 
In the US and the UK in the 1980s an initial reluctance to consider the medical and 
social problems posed by HIV and AIDS resulted in the growth of community-based 
pressure groups, and what Berridge and Strong ( 199 2, pp 302-308) describe as a 
"policy community" around AIDS. This policy community, however, was a very 
different one from the community of support and advice that developed in Australia. 
The key to this difference in approach lies in the varying ways in which the 
discourse of "public health" was deployed and how it is tied up with notions of the 
"general public." The responses of these two English-speaking countries are 
particularly valuable as contrasts to the Australian experience on account of the 
notable inversion of the dominant parties of the period. In both the US and the UK the 
period of the 1980s and early 1990s was one of high conservatism; in Australia, 
this same period was dominated by Labor governments. 
The fundamental difference between the strategies pursued in the UK and the US and 
in Australia relates to the impact of this social democratic heritage on the process of 
26 Personal interview with the author, Sydney, 6 March 1996. 
"mainstreaming" that occurred in all three territories in and after 1986. Both 
Jeffrey Weeks ( 1989, pp 30 1-302) and Virginia Berridge and Philip Strong 
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( 1992, p. 301) construct chronologies of the impact of AIDS in the UK, and 
although their categories differ slightly, both emphasise the point of 1986 as a 
watershed in the development of AIDS policy.z7 1986 marks the point of the 
"discovery" that AIDS could threaten heterosexual people as well as homosexual 
people (and, in the US, white heterosexual Americans). This period saw a loss of 
certainty over the borders that defined and separated certain social classes: as drug 
use among heterosexual people and the prevalence of bisexuality were recognised as 
significant social factors, categories of contagion were questioned and, most 
importantly, the social entity of the "general public" required a more precise 
definition - and protection. 
Australia was a part of this "mainstreaming" trend that began to shape policy in all 
three countries in 1986 when the category of the "general public" became the 
target of preventative action pursued under the National AIDS Campaign. 28 The first 
wave of mass media campaigns began in the UK in February 1987, in Australia in 
April 1987 and in the US in September 1987. Not surprisingly, the voiceover used 
in the British "Tombstone" advertisement closely resembles that of Australia's 
Grim Reaper advertisement. 
There is now a danger that has become a threat to us all. It is a deadly disease 
and there is no known cure. 
The virus can be spread during sexual intercourse with an infected person. 
Anyone can get it, man or woman. 
So far, it's been confined to small groups. But it's spreading. 
So protect yourself and read this leaflet when it arrives [an "AIDS: Don't die 
of ignorance" leaflet falls onto the tombstone]. 
If you ignore AIDS it could be the death of you. So don't die of ignorance. 
27 Weeks classifies "social reaction to AIDS" whereas Berridge and Strong focus on policy responses. 
Weeks' "eras" are as follows: 1981-1983, a low-key period of voluntary organisation and minimal state 
support; 1983-1986, a period of "moral panic" surrounding a disease constructed in terms of the "gay 
plague" but a continuing minimal government response; and 1986 onwards, a period of crisis 
management with significant government intervention and unprecedented health education efforts. 
Berridge and Strong classify the policy response as follows: 1981-1986, a period in which AIDS slowly 
developed as a national policy issue; 1986-1987, a period of "wartime emergency" involving high 
levels of government input; and 1987-1988 onwards, a phase of "normalisation, where AIDS and the 
reaction to it are becoming part of the normal policy and institutional processes" (p. 301 ). In relation 
to Australia, see the primary distinction made above (p. 2) between the periods before and after the 
first National AIDS Strategy in 1989, and the associated subdivisions of these periods. 
28 For an account of how the processes of mainstreaming have translated to health services 
generally, see David Orth (1992) or Jim Hyde (1992). 
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The fact that in the Australian advertisement, "gays and IV drug users" were named, 
not simply referred to as "small groups" gives a clue to the crucial difference 
between the approaches in the two countries and the different climates for 
developing programs aimed at these groups. The American expression of this 
distinction between the "general public" and others was even more marked: in the 
first of the US mass media campaigns, inserted among such familiar statements as 
"anybody can acquire AIDS" and "unprotected sex is risky," is the statement, "we 
need to acknowledge homosexuality." The "we" in this configuration, as part of a 
campaign titled "America responds to AIDS" clearly disassociates gays and lesbians 
from the national population. 29 
Both US and UK campaigns mirror the dismal tone of the Australian campaign - the 
UK advertisements with the icons of the tombstone and the iceberg, and the 
foreboding American testimonial advertisements. As Weeks and as Berridge and 
Strong point out, there was a minimal government involvement in AIDS prevention 
prior to 1986; in Australia, in contrast, a well researched strategy based on 
community consultation had already been operating for several years. The fact that 
the Grim Reaper was questioned on the basis of its potential conflict with this 
alternative response paradigm clearly distinguishes Australian policy and practice 
- in the US and UK, there was no alternative, government-funded program to 
present conflict with the "mainstreaming" moves of 1986.3° Furthermore, 
Patricia Day and Rudolf Klein ( 1989), in a comparison of policies in the US, the UK 
and Sweden, argue that a similar policy response existed across these countries. 
Prior to 1986, governments resisted involvement in AIDS policy, relying instead 
on Health Department "professionals" to coordinate low-key responses that were 
not seen to take a prime place in the political agenda of the period. Day and Klein 
argue that to some extent, this resulted in a "professionalisation" of community 
voices, especially the gay community, in the period before mainstreaming, but when 
the perceived threat to heterosexual communities was suggested and the government 
stepped in and effected a "public health" response, the position of these new 
"experts" weakened. At this point, AIDS became constructed as a "chronic disease" 
rather than a national emergency (pp 350-52). 
29 For an analysis of the American mass media campaigns, see Bush and Boller (1991) and Cummings 
(1992). 
301n a July 1996 report on developments in the UK, Australia's Sydney Star Observer commented: 
"[t]he UK's Terrence Higgins Trust has taken note of Australia's success with their new HIV campaign 
for gay and bisexual men. This is the UK's first campaign to use 'real' people with HIV, rather than 
models. Simon Watney from the Red Hot AIDS Trust believes it is a major step in the right direction. 
"Early campaigns relied on ad agencies whose skill was selling television sets or shampoo," he added. 
"Most of the work done by the Health Education Authority [in the last ten years] was probably 
wasted" (25-7-96, p.6). 
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5. 2 The public health paradigm in the US, UK and Australia 
In relation to these three countries, Fox, Day and Klein ( 1989, p. 11 0) observe: 
AIDS has been defined as a classic public-health crisis, a temporary threat 
requiring special policies selected from the repertoire of professionals. As 
AIDS becomes a chronic problem, however - as it comes to resemble 
tuberculosis in the nineteenth century or any of the many chronic diseases 
today - the classic public-health policy model may become less appropriate. 
The development of the "public health" paradigm is one that, according to Berridge 
( 1992, pp 314-315), Berridge and Strong ( 1992, p. 317) and Day and Klein 
( 1989, p. 351 ), is very much characteristic of its age. Because "public health" 
had been established in the 1970s and 1980s as a way of approaching certain kinds 
of disease management, AIDS could be "neatly fitted into the pre-existing public 
health paradigm of the 1980s" (Berridge, p.315). 
This ready-made response mechanism had two important consequences. 
[f]irst, it provided a framework of reference which allowed the AIDS 
phenomenon to be understood and interpreted. It thus assimilated AIDS to an 
already existing paradigm of policy action, with its own tool kit of 
techniques, such as public education campaigns. Second and largely flowing 
from this, by assimilating AIDS to an already well-established and 
unchallenged policy paradigm, the definition promoted consensus (Day and 
Klein, p. 351 ). 
It is important to recognise, as Berridge and Strong (p. 317) point out, '"public 
health' is not an unchanging absolute. Its definition has narrowed in the twentieth 
century, as the nature of state intervention in social issues has itself shifted." This 
interpretation of a narrowing definition is perhaps better described as an evolving 
doctrine of public health. The "new public health," described by Petersen (1997) 
and Petersen and Lupton (1996), placed an emphasis on the individual and on 
prevention and is thus clearly identifiable in its mobilisation around HIV strategies. 
In Britain, national policy has never reached the Australian level of acceptance of 
homosexuality, drug use and HIV within the mainstream itself- despite Berridge 
and Strong's classification of the period after 1987-1988 as a "normalising" 
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period. However in Australia, the ongoing community education focus existed 
alongside the national campaigns, eventually displacing them in 1996 in the final 
stages of the. Second National Strategy under the ALP government of Paul Keating. 
This distinction shows how these notions of the "public" are tied to the surrounding 
policy and political climate. The manifestation of a similar process in relation to the 
construction of the broadcasting "public" /audience is explored in the following 
chapter. The fact that NACAIDS existed as a forum for community consultation to 
exist alongside the medically focussed AIDS Task Force, and that the community 
consultation paradigm embodied by this committee survived the demise of the latter 
mark the contrast to the American context where, before health department officials 
emerged as organisers in 1 986, doctors and scientists largely controlled the AIDS 
agenda.3 1 
Australia, of course, has displayed a quite different political climate to that of both 
the US and the UK. In the US, right-wing members of Congress blocked proposals for 
AIDS education "on the grounds that abstinence, from both sexual relations and drug 
use, was the only appropriate message" (Fox, Day and Klein, p. 1 OS). In the US, 
the "Helms Amendments" were made to the Foundation of the National Endowment 
for the Arts and in the UK Clause 28 was inserted into the British Local Government 
Act. Both of these moves restricted community-building education campaigns 
through the proscription of material that "promoted" homosexuality.3z In 
Australia, however, the power of such groups as the Call to Australia Party was 
limited and the "bipartisan" support offered for the National AIDS Strategies has 
meant that Coalition members who represent contrary positions have not been 
persuasive- at least at the federal level.33 
31 See Fox, Day and Klein, p. 1 05. The most extensive account of the role of bio-medical officials in 
the US is provided by Randy Shilts in And the Band Played On (1987). Shilts also outlines the 
exceptions to the general US response, especially those. of local authorities in San Fransisco and New 
York (see also the work of Dennis Altman, from 1985 to 1994). 
32 It should be noted however that the actions of some state governments in Australia did indeed 
take such a shape. In Queensland in 1985 (under the National Party government of Joh Bjelke-
Petersen), an amendment was passed to the Liquor Act 1912 prohibiting publicans from serving 
"sexual perverts or deviants." The availability of condom vending machines subsequently became one 
aspect of a platform for "reform" which succeeded in the replacement of Bjelke-Petersen with Mike 
Ahern in 1987 (see the discussion of the Queensland legal framework of the 1980s by Lane, 1988). In 
Western Australia, the act which decriminalised homosexual sexual activity (the Law Reform 
(Decriminalisation of Homosexuality) Act 1989) included in its Preamble several recitals which 
stipulated that "the Parliament disapproves of sexual relations between persons of the same sex;" 
"the Parliament disapproves of the promotion or encouragement of homosexual behaviour;" and "the 
Parliament does not ... wish to create a change in community attitude to homosexual behaviour." 
33 Wilson Tuckey, a far-right Liberal MP served only a short time as Shadow Health Minister in 1987. 
Bronwyn Bishop, a fellow "dry" and Shadow Minister for Health under Alexander Downer in 1994, was 
expressly denied responsibility for AIDS policy - even after Bishop had publicly delivered her own 
plans for future policy - in favour of Michael Wooldridge (future Health Minister in the Howard 
Government, 1996- ). 
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A further aspect of the discursive climate of the US and UK was the advent in the 
1 980s of the highly conservative governments of Margaret Thatcher and Ronald 
Reagan/George Bush. In these circumstances, there was a tension between the 
philosophical basis of public health and the private doctor-patient relationship. 
Thus, Dorothy Porter and Roy Porter ( 1988 p. 114) analyse the suggestions for 
notification surrounding HIV in the 1980s and conclude that the British Medical 
Association (a nonnotification pressure group) defeated the notificationists on the 
grounds of upholding these principles: 
[t]he argument that eventually won the day in the British context for the 
forces of nonnotification had less to do with the importance of personal 
liberty than with the power of the clinical profession to maintain the 
private, contractual relationship with the individual patient as the jewel in 
the crown of medical practice. 
In Australia, while this classical liberalist discourse certainly has an element in 
ALP philosophy, an equally influential strand in the 1980s was the social 
democratic discourse of the Medicare health insurance scheme and funding for 
community health initiatives. Accordingly, a "partnership" approach to HIV 
education evolved which bound the Commonwealth to the gay community in such a 
way that Brian Howe, Labor's second Health Minister in the 1990s, expressly 
recognised this distinction: 
[w]e are not, I stress, in the United States ... We're in a country which does 
have health insurance, public hospitals, and a very significant commitment 
to HIV I AIDS on the basis of partnership (Pintos Lopez, 1991, p. 11 ). 
This philosophy that underpinned the Australian government's response to HIV I AIDS 
incorporated a fundamental difference in the construction of the social. Perhaps the 
most obvious, much-quoted difference between Australia and the UK (and, by 
extension, the US), is the contrast between the vision of the social expressed by the 
British Prime Minister, that "[t]here is no such thing as society, only individual 
men and women and their families" (quoted in Hall and Held, 1989, p. 174), and 
the paradigm of community health, welfare and culture in Australia. This latter 
conception of society draws on a version of citizenship that Hall and Held (pp 177-
180) characterise as conflicting with a classical liberalist view of the social. A 
social democratic view of citizenship which embraces a clearly articulated 
framework of rights and responsibilities - where "[c]itizenship rights are 
entitlements. Such entitlements are public and social" (p.177) - necessarily 
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operates in tension with a doctrine of classical liberalism that emphasises 
individual achievement and competition. And in this scheme, the state exists "as a 
neutral arbiter between conflicting interests and a guarantor of individual rights" 
(Connell, 1990, p. 512). 
Both forms of organisation of Australia on the one hand and the US and the UK on the 
other draw on the ideology of liberalism, but whereas the US and the UK in the 
1980s took a conservative turn that embraced the more classical liberalist ideals of 
the sovereignty of the individual and the free reign of competition, the Australian 
strand of liberalism was able to draw on a more social-democratic version. The 
domain of public health was a stand-out example of this phenomenon in the 
Australian policy field. Stuart Hall ( 1986, pp 62-68) outlines the development of 
these two "variants" of contemporary liberalism from the classical liberalist 
origins in the 18th century through to the "new liberalism" (of social-democracy) 
and "neo-liberalism" (of contemporary conservative ideology). Hall argues that 
classical liberalism, with its emphasis on the individual and competition in the free 
market, had to adapt to meet emerging social conditions - particularly those posed 
by industrialisation and the developing capitalist state: 
[t]his more complex form of capitalist society depended increasingly on the 
whole institutional apparatus of social reproduction to keep it going - on a 
more educated workforce, and hence on state-provided systems of education 
... ; on a healthy population, and hence on the whole state-supported 
structure of family and community welfare; on the network of 
infrastructural support for which only national and local governments could 
take the ultimate responsibility. All these tendencies eroded the /aissez-
faire/minimalist state premises on which classic liberalism had been 
founded, and opened the floodgates to more 'collectivist' or interventionalist 
state tendencies (p. 64). 
There are two points in this developing social democratic ideology that are of central 
concern in the discourses that have surrounded AIDS: first, that one strand of 
liberalism developed with a welfare state ideology of social democracy; and second, 
that the health of the "population" came to be a domain of state control or 
surveillance, but also a means of agency and a point of mobilisation for policy 
workers within the Australian bureaucracy. Before moving on to an analysis of the 
conditions under which these policy workers operated, however, we will turn to a 
brief examination of the ideological heritage of social justice discourse, and an 
outline of some problems encountered in its transition into AIDS policy in Australia. 
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6 The liberal heritage - and its limitations 
6. 1 Liberal humanism and equality before the law 
In the 1992 NAC Overview, the Department of Health observed that 
as a government agency, the Department is required to fulfil certain 
principles held within broad Government policy, such as social justice and 
equality ... (p. 38). 
Equal opportunity and anti-discrimination law in Australia derive both their 
philosophical basis and constitutional validity from international human rights 
documents such as the Universal Declaration of Human Rights ( 1 948), the 
International Covenant on Civil and Political Rights (1966) (the I.C.C.P.R.) and the 
International Labour Organisation Conventions. 34 It is in conforming with the 
international obligations raised in these documents and linked to domestic legislative 
action by way of the external affairs power in section 51 (xxix) of the Constitution 
that Australia has been able to enact all three major human rights statutes - the 
Racial Discrimination Act 1975, the Sex Discrimination Act 1984, and the Human 
Rights and Equal Opportunity Commission Act 1986.35 
The international documents embody the fundamental tenets of liberal humanism; 
they build on such essentialist notions as "the human person" and "the human 
family. "36 The problem with such terminology is its underlying individualism and 
universalism: by admitting all social groups into a seemingly divisionless society of 
common humanity, any differences are apparently neutralised. Human rights at the 
international level are generalised, universal rights - "they are human rights and 
not citizens' rights, they apply equally to everyone everywhere" (Bailey, 1993, p. 
341t is the I.C.CP.R. which imposes obligations upon nations to observe the principles set out in the 
Universal Declaration. However, these obligations are only imposed upon governments, not 
individuals, and until such time as governments sign the First Optional Protocol to the Convention, 
they are only actionable by and on behalf of governments. The Keating government signed the First 
Optional Protocol in September 1991; this act was instrumental in the appeal to the International 
Court of Justice by the gay activist Rodney Croome on the issue of continuing criminality of 
homosexuality in Tasmania. For a discussion of how international law has affected human rights issues 
in Australia, see Peter Bailey (1993). 
35The external affairs power has, of course, been used in a similar way for purposes other than human 
rights. Most notably, in the Tasmanian Dam case (Commonwealth v Tasmania ( 1983) 46 ALR 625), the 
High Court sanctioned the deployment of the power in order to enact international "obligations" with 
respect to environmental matters. 
36Some instances are: "the dignity and worth of the human person" and the "inalienable rights of all 
members of the human family" (from the Preamble to the Universal Declaration) and "the full 
development of the human personality" (Article 26.2 of the Universal Declaration). 
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viii); when translated to the domestic sphere, they tend to stress individual 
citizenship rights rather than group rights. 
While modern expressions of the notion of formal equality have somewhat refined 
earlier visions of a humanitarian world order, they nevertheless remain within the 
framework already established for the implementation of human rights objectives. 
The difference between formal and substantive equality and the differences between 
recognising individual rights and group rights are important here. The notion of 
"equality" offered through the rule of law is that the law applies equally to all 
citizens, that all are equal before the law. This approach reveals the primacy of 
individualism inherent in the common law and rejects an understanding of equality 
based on equalityofoutcome. Gaze and Jones (1990) explain this latter category in 
terms of "the race of life." Equality of outcome questions "how individuals obtain 
their qualifications to compete in the race, how, by whom, and in whose interests 
the rules of the race in which all must run are determined" (p. 400). 
When viewed this way, the "rights" discourse which has traditionally surrounded 
equal opportunity and anti-discrimination can be seen as a limiting factor on the 
scope of "justice:" "rights are ultimately grounded on the attributes of their 
bearers. Rights discourse tends, therefore, to be individualist and possessive" 
(Hirst, 1986, p.195). 
Both Thornton ( 1992) and Michael Hurley ( 1992) argue that this "liberal 
promise" of substantive equality in fact operates largely in terms of formal 
equality only and that anti-discrimination legislation is used "as a legitimating 
instrument of social control by which the liberal state holds out a better deal for 
women and stigmatised groups" (Thornton, p. 22). 
Hurley examines discourses of lifestyle "choice" and "mode of transmission" in 
relation to homosexuality and HIV in documents surrounding the New South Wales 
Parliamentary Inquiry into Medically Acquired HIV ( 1991). He observes that the 
distinction between public and private in these discourses is one that suffuses the 
regulatory framework that surrounds homosexuality and HIV. As a further example 
to Hurley's, we could note that what were once characterised in Queensland as "acts 
injurious to the public in general" (Criminal Code, Part IV) but which 
subsequently became "the private and voluntary sexual acts of adults," in turn gave 
rise to a ground for anti-discrimination legislation which sought to "provide the 
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right to be free from discrimination in all aspects of a person's public life" (A-G's 
Information Paper, 1) (emphasis added in each). 3 7 
In this split between the essentially "private" sphere of decriminalisation 
legislation and the "public" sphere of equal opportunity and anti-discrimination, 
the former maintains a traditional facet of liberalism: the "strict logical separation 
between the individual and society" (Hall, 1986, p. 41 ). Understandably, the more 
the notion of "equality" moves along the spectrum of possibilities from classic 
liberalism to affirmative action, the more uneasy a conservative government will 
become. However, this reluctance can also be seen to apply to some extent to Labor 
administrations. It was observed earlier that in formulating AIDS policy in 
Australia in the 1980s, there was less tension evident than in the US and the UK 
because the dominant expression of social justice and equal opportunity fitted well 
with the community health paradigm that was central to the AIDS strategies. 
Nevertheless, a series of problems has been experienced in attempts by AIDS 
educators in Australia to negotiate this "public" zone and reach various 
epidemiological sub-groups. These points of conflict can be seen as the inverse 
points of what could be termed the "nodal policy rhetorics" of equal opportunity, 
diversity and tolerance. 38 They are accurate markers of the limits of the application 
of a social democratic ethos within an otherwise largely liberal democratic 
administration. These are the "fracture moments" in the success of AIDS education 
campaigns in the 1980s and 1990s which reveal the specific sites at which the 
ALP-shaped scheme is at its weakest. It is therefore worth outlining some key 
moments before turning to the more productive aspects of the policy framework in 
Australia. 
6. 2 Censorship, taste and decency in AIDS education 
An initial obstacle in AIDS education in Australia was encountered in relation to the 
promotion and distribution of condoms. Although condoms were advocated by medical 
authorities as an important agent in stemming the transmission of HIV, existing 
prohibitions on the public discussion of contraceptives were intensified when they 
acquired a new role in the 1980s. In 1 986, prior to the launch of the Grim Reaper 
campaign, the Greater Union organisation refused to run cinema advertisements 
371n contrast to the Queensland provisions, the Western Australian Law Reform (Decrimina/isation of 
Sodomy) Act 1989 seems in tone to follow the English approach of prohibiting homosexual behaviour 
in general, but exempting acts in private between consenting adults. 
38eunningham (1992, p. 172) has used this term in emphasising the strategic nature of policy 
discourse and the possibilities for social and cultural activism. 
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promoting condom use. Rival cinema chain Village Roadshow followed suit with a 
spokesperson asserting that 
[w]e are not trying to be a protector of morals but the public don't want to 
be confronted with this sort of advertising ... Something about AIDS or 
condoms is a little abhorrent."39 
While New South Wales Premier Neville Wran considered that "Greater Union 
should have adopted a more mature view," 40 Wran's Health Minister (and successor 
as Premier), Barrie Unsworth, acted to legitimate the Greater Union/Village 
Roadshow approach in cancelling another education campaign. This radio 
advertisement promoted the message, "don't be sorry, use a condom" and featured 
the Connie Francis song, "Who's Sorry Now." Unsworth described the campaign as 
"tasteless. "41 
Other cases of conflict between the requirements of "public education" and the 
dictates of "good taste" can be observed. In 1988, for example, radio station 2UE, 
while accepting two advertisements aimed at heterosexual men and injecting drug 
users, rejected the ads aimed at gay and bisexual men and men who have sex with 
men. 42 Controversial art exhibitions have also promoted censure from local 
authorities, including a lesbian safe sex poster, described by the Brisbane City 
Council as "offensive"- the Council asserted that the poster would "needlessly 
offend public taste."43 Several more examples are outlined in a 1992 report to the 
Department of Health that specifically addresses questions of censorship (in 
relation to education) and of privacy (in relation to the rights of HIV positive 
people).44 Two of these events (one included in the CLC report, and one that 
occurred in 1993 after the submission of the report) highlight the intersection of 
two essential elements in these "fracture" moments: recruitment of otherwise 
innocent members of the general public to a homosexual subclass (where 
educational strategies in relation to HIV are perceived to work over and beyond what 
is required by safe sex education); and offences against taste, decency, and 
community standards. 
39 Quoted in Campaign, 122 (February 1986), p. 5. 
40campaign, 122 (February 1986), p. 5. 
41 Campaign, 1 23 (March 1986), p. 6. 
42 OutRage, 64 (September 1988), p. 29. 
43Queensland Pride, 36 (May 1994), pp 1-2; Machan, Sydney Star Observer, 234 (6-5-94), p. 5. 
44 HIV /AIDS and the Media: Broadcasting, censorship and privacy law, prepared for the 
Intergovernmental Committee on AIDS, Legal Working Party by the Communications Law Centre 
("the CLC report"). 
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The first of these events concerns the national advertising campaign that, in 1989, 
followed the Grim Reaper advertisement. The "Beds" TVC features a man and woman 
in bed, embracing beneath the sheets. A voiceover disturbs the scene by raising the 
question of sexual histories. A "chain of desire" is imputed, suggesting that even if 
someone knows their own partner's sexual history, they can't know the history of 
each of that former partner's partners, their partners' partners and so on. At this 
point the camera tracks back from the couple in bed to reveal a vast plane of 
identical double beds, arranged in symmetry across seemingly endless columns and 
rows. Each bed features another couple similarly involved in sex, apparently 
oblivious to the existence of their "neighbours." 
As noted by both the CLC report (p. 11) and an article in OutRage, the advertisement 
carried its own history of negotiation. 45 The Department planned to include eight 
male couples in the advertisement. The Federation of Commercial Television Stations 
(FACTS), however, advised the Department that some of its members would object 
to the advertisement and that FACTS would have difficulty giving the ad clearance. 
OutRage interviewed the Director of FACTS, David Morgan who 
said that some of its member stations considered offensive the depiction of 
two people of the same sex in bed and that it was felt that "their audiences 
may not necessarily be ready" for such a scene. 
The Federation is thereby sustaining the "paedocratic regime" that John Hartley 
( 1987) has argued characterises the protective and paternalistic approach of 
broadcasters and regulators towards audiences. The most interesting point here is 
the power of an organisation like FACTS to assess the sensibilities of the "unready 
audience." It is the television stations themselves who are the arbiters of offensive 
material; yet the reference to readiness suggests that there is no certainty or 
lasting benchmark about such a category. Furthermore, there is no critical 
analysis on the part of FACTS as to either the justification for such an attitude or the 
system that supports it. Under this system, the moral regimes of a few television 
proprietors exercise effective control over a national health education strategy. 
When the advertisements were finally completed, even the heterosexualised version 
was rejected by some regional television stations. 46 
45campaign, 154 (January 1989), p. 12. 
46CLC Report, p.11. 
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Finally, three campaigns aimed at gay men have invoked similar opposition from 
various sources. The Two Boys Kissing campaign developed by the Victorian AIDS 
Council in 1990 featured a prominent image of two young men kissing with the 
principle text reading "When you say yes ... say yes to safe sex." Supporting text at 
the base of the poster and print advertisement stated that sex between men is 
"natural," and is safe when it involves "kissing, cuddling, licking, stroking, 
wanking, oral sex (avoid cum in the mouth) vaginal and anal sex with condoms and 
water based lube." A phone number was provided for discussion groups. 
This campaign has been documented and described elsewhere, 4 7 and attention will be 
focussed in the current study of a subsequent campaign, also targeting young gay 
men. It is important to acknowledge, however, that the response to the two 
campaigns centred on similar issues. The earlier advertisement was rejected by 7V 
Week and was banned by the Advertising Standards Council (ASC) after a coalition 
led by religious groups from the Bendigo region lodged a complaint with the ASC. The 
ASC ruled that the advertisement was "less concerned with AIDS prevention and 
more concerned with encouraging homosexuality" (Goggin and Hee, p. 18). It is in 
relation to this accusation of the promotion of or recruitment to homosexuality that 
the response to this campaign intersects most closely with that to the 1993 Young 
Gay Men's campaign. 
The 1993 gay education campaign was again developed by the Victorian AIDS Council 
but networked nationally through AF AO. The campaign was based around three 
posters, two of which featured young gay men making statements about their 
sexuality: 
"When I told Mum I was gay she blamed herself ... Now she takes all the credit;" 
11Yeah, I'm gay. Got a problem with that?" 
The third advertisement, featuring a group of young men all dressed in jeans and 
grey t-shirts, posed the question: 
"Which one of us is gay?" 
The campaign aimed to develop peer support services for young gay men, thereby 
acting on the social conditions under which gay men "come out," targeting the 
47 See for example, Goggin and Hee (1990), Altman (1992, p. 33) and the CLC report (1992, p. 28). 
See also National HIV/A/DS Legal Link Newsletter (1.2 December 1990, p. 1) and The Age 23-7-92, p. 
5. The Victorian AIDS Council published a review of the campaign in 1990, titled When You Say Yes. 
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attitudes and behaviours that develop in such circumstances.48 In this way, it aimed 
to make an intervention into the development of attitudes towards safe sex among gay 
men. Most objections centred on a few lines of text at the base of the advertisements 
which stated that "gay people are natural" and "being gay is about being yourself." 
This text suggested that readers could call a support group for young gay men. 
The campaign was launched nationally and featured prominently in the gay and 
lesbian press, with coordinated condom packs and posters appearing in gay and 
lesbian venues. It encountered problems with the mainstream media, however, when 
the advertisements were banned from both TV Week and Smash Hits on the grounds 
that they attempted to "recruit" young men into homosexuality. Lawrie Masterton, 
editor of TVWeek(which had banned the Two Boys Kissing advertisement in 1990), 
argued that "I don't believe it is their [gay people's] right to use the pages of 1V 
Week to conduct what - when you read the smaller type - appears to be a recruiting 
program."49 This theme of recruitment was developed, sparking even more 
controversy, when a Queensland columnist with the Courier Mail, Lawrie Kavanagh, 
wrote an article titled "Taxpayer has part of homosexual action" ( 19-4-93, p. 8). 
The article condemned both the campaign and homosexuality generally and led to both 
a protest action against Kavanagh and the Courier Mail and to a complaint to the 
Australian Press Council by a reporter with a Brisbane gay and lesbian newspaper, 
Queensland Pride. so As they are the basis of the APC's adjudication, Kavanagh's 
opening paragraph's are worth reproducing: 
[t]he basis of homosexuality is so repugnant to a normal person that, try as 
its more outspoken practitioners might to gain general acceptance, it is 
destined to remain a sub-culture ... Here is a minority group trying to 
persuade the majority to accept a sewer practice that can transfer a virus 
estimated to kill 20 million people by the year 2000. 
There were four essential issues covered in the APC's response to the complaint and 
all four were dismissed by the Council. 51 The principle that space devotedto 
48 The Media Kit that accompanied the launch cited Professor Doreen Rosenthal, the Director of the 
Centre for the Study of Sexually Transmissible Diseases: "[the advertisements] shift the educational 
emphasis to a new and important dimension by recognising the need for peer support and the 
creation of peer norms around safe sex." 
49 Quoted in OutRage, 121 (June 1993 ), p. 2. See also, Campaign, 207 (June 1993), p. 6; Farrelly, 
Sydney Star Observer, 207 (16-4-93), p. 4; Sydney Star Observer, 208 (30-4-93), p. 6. 
50 See McKenzie, Queensland Pride, 24 (May 1993), pp 1-2; Queensland Pride 25 (June 1993), pp 1-2, 
30; Campaign, 207 (June 1993), p. 14. 
51 These issues related to statistics provided by Kavanagh concerning transmission of HIV, the age 
group of the magazine's readership, fair and adequate space provided for letters "balancing" the 
writer's views, and the description of the piece as offensive by the complainant. See the APC's 
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opposing opinions "balanced" the tone of the report in question prevailed, as it did 
in a further complaint in 1993 against the W?gga Wagga Daily Advertiser which 
featured an editorial run under the headline, "Sordid homosexuality- it's becoming 
more entrenched" (Australian Press Council, 1 994, pp 90-91 ). In relation to the 
Kavanagh article, the APC concluded that "Mr Kavanagh's reference to 
homosexuality as a "sewer practice" was certainly immoderate, but not gratuitous 
in a column devoted to the subject" (p. 85). 
This adjudication reveals an interesting shift in the terms of assessment of 
community standards. The test here is not whether such material would offend the 
reasonable adult person. Instead, there is a textual determination as to whether it 
can be deemed "gratuitous." Given that there was a clear indication that the 
comments were indeed deeply offensive to some people, the Council nevertheless 
tactically avoided any preliminary distinction on the grounds of who constitutes the 
"public" and whether they have a legitimate right to object to offensive material. 
When this approach is checked against the Council's own Statement of Principles 
(APC, 1994), however, it is revealed that the lack of any reference to the public 
interest or the protection of the public from offensive material is only made in 
relation to certain groups. The Statement cbes assert in a general preamble that 
"the Council will give first and dominant consideration to what it perceives to be the 
public interest" (p. 188). Additionally, in Principle 7 it establishes that despite a 
newspaper's "wide discretion in matters of taste" this discretion "does not justify 
lapses of taste to be so repugnant as to bring the freedom of the press into disrepute 
or be extremely offensive to the public" (p. 189). sz Principle 8 relates to 
treatment of matters of sexual preference, among others: 
[a] newspaper should not place gratuitous emphasis on the race, nationality, 
religion, colour, country of origin, gender, sexual preference, marital 
status, or intellectual or physical disability of either individuals or groups. 
Nevertheless, where it is in the public interest, newspapers may report and 
express opinions upon events and comments in which such matters are 
raised. 
The Press Council's Statement of Principles gives an indication of the power and 
influence of the cause of the public interest. Quite clearly, the observance of this 
Annual Report, No. 18 (1993), pp 83-85. 
521t should be noted that adjudications on such matters of taste and offensiveness will be made by 
the Councillors themselves - a largely conservative group that is not noted for its diversity of 
backgrounds and interests. 
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tenet of journalistic practice overrides any citizenship rights that could be 
exercised in other circumstances by members of these subgroups; that is, legal 
prohibitions against discrimination, for example, appear not to extend to what may 
be discriminatory representations of race, nationality, religion etc. Furthermore, 
the journalistic privilege offered by this Principle suggests an implied and 
inescapable tension between the interests of the "public" and the interests of any 
one or more of those subgroups listed above. The obvious conclusion is that it is 
quite permissible to draw a boundary between members of those groups and the 
public, in general. 
In this instance, there is no doubt as to the delineation between "homosexuality," 
"its "outspoken practitioners," and its status as a "subculture" and a "minority 
group" on the one hand, and "a normal person," "general acceptance," and "the 
majority" on the other. The Council has determined that it is in the public interest 
for Lawrie Kavanagh to deem homosexuality a "sewer practice" and that such 
terminology cannot be condemned because its use is not "gratuitous." The inequity 
in this system becomes even more obvious when it is acknowledged that there is no 
equivalent defence that can be used by HIV I AIDS educators in defending gay 
community health education materials: the notion of the public interest and 
community standards can be used both to launch attacks on HIV I AIDS campaign 
material developed for gay community use and to defend attacks on gay and lesbian 
people and people living with HIV and AIDS. 
In its report on the media regulatory framework relating to HIV and AIDS, the CLC 
expressed the problem of attacks on gay education materials in the following terms: 
"the issue is whether society values protecting the community from 'obscenity' 
more than it wishes to curtail the spread of HIV I AIDS through the community" (p. 
12). Appropriate as this is, such a critique only addresses one dimension of the 
debate. The young gay men's campaign, like the Bubble Boy flash cards campaign 
developed by the Queensland AIDS Council in 1995,53 raised concerns not just in a 
formalistic sense about images and dialogue, but in terms of the validation of 
lifestyles and sexualities that are excluded from the underlying precepts of the 
regulatory frame that supports those "standards." 
One of the most interesting aspects of these incidents is the placement of the 
commercial media on one side of the "public standards" debate, and the 
Commonwealth Health Department on the other. In the Beds case, Health Minister 
53 See, for example, a report by Kelly Bannister in Brother Sister, 76 (23-3-95), p. 1. 
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Neal Blewett described the response of the media as demonstrating "an 
inappropriate moralism" (Campaign, p. 1 2) and asked whether the media's 
"concern for public propriety is more important than the protection of public 
health." Thus Blewett located himself and his Department in terms of that broad 
understanding of the "public" that is evident in the social-democratic inflection of 
the later HOD campaign. There is, however, a significant complicating factor in 
establishing a consistent Commonwealth position in this debate. Inappropriate and 
short-sighted though they were, the commercial television stations, like the cinema 
proprietors in the first example mentioned above, did not ground their arguments in 
some personal and arbitrary moral. scheme. Instead, they invoked a well-versed 
argument of "community standards" from which the Commonwealth itself has been 
reluctant to depart, particularly in relation to broadcasting. 
At the time that these advertisements were conceived, and indeed up until the 
Australian Broadcasting Tribunal (ABT) was replaced with the Australian 
Broadcasting Authority (ABA) in late 1992, a strict code of community "standards" 
underpinned the broadcasting environment in Australia. 54 Following the 
deregulatory moves involved in the transition to the ABA, the networks now 
participate in a system of "self regulation."55 In June 1996 the ABA reported that 
in 1995, 1714 complaints about commercial television were received by the 
Authority. These complaints were grouped according to the nature of the complaint 
with issues relating to advertising time ( 124 complaints), violence ( 122), sex and 
nudity ( 119) and fairness in news and current affairs ( 11 5) forming the subjects 
of continuing complaints. But most interesting was the indication that "[t]aste, 
morality and decency complaints ( 214) represented the greatest proportion" of 
complaints that year. The exact nature of this category, however, appears difficult 
to determine, since individual complaints are not assessed on this basis and indeed, 
in the ABA Annual Report 1995-1996, a table of all completed investigations 
contains no reference to such a category (pp 91-94). 
These regulatory discourses that are used to establish a concept of "community 
standards" that rely on a prioritisation of the figure of the general public often 
come into direct conflict with the tone of the government-endorsed health 
campaigns, presenting strikingly different constructions of the Australian 
54 The regulatory framework for broadcasting in Australia and the operation of "community 
standards" are examined in Chapter Three, below. 
55 As explained below, both the broadcasters and the ABA itself receive complaints about programs. 
Where the matter relates to licence conditions or the complaint cannot be resolved by the 
broadcaster, the ABA proceeds with an investigation of the matter. For an outline of this scheme by 
the ABA, see ABA Update ( 44, June 1996), p. 3. 
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community. Components of several different campaigns demonstrate how easily 
considerations of "obscenity," "decency" and "taste" slide into one another in the 
construction of "community standards." Accordingly, the events documented above 
reveal sites of conflict in the Australian model of AIDS management described by 
Brian Howe (above) as "rational, compassionate and just." These "fracture 
moments" occur where the social democratic elements of Commonwealth health 
policy and the actions of dedicated health professionals within the bureaucracy grate 
against the fundamental assumptions (and orientations towards heterosexuality) 
that establish the specific industry contexts for representation in Australia - and 
especially, for the representation of difference. Not surprisingly, such fracture 
moments are also found in the content of television drama series and in the decision-
making process within television production companies and networks. Chapter 
Three examines the associated industry and regulatory context and various textual 
conventions while the chapters in Part Two present specific representational case 
studies. 
In each of the cases above, the problem centred on the perceived boundaries between 
homosexuality on the one hand, and a conception of the general public, on the other. 
This general public stood in opposition to, or at least apart from, the groups of 
people represented in the advertisements. In the Beds TVC, the FACTS executive 
claimed that "audiences" might not be ready for the depiction of homosexuality. In 
the Two Boys Kissing advertisement and the Gay Youth Education campaign, concerns 
centred on the use of popular forums like Smash Hits and TV Week in the 
recruitment of new "members" of this homosexual subclass. In the Bubble Boy 
case, the problem was seen to be the escape of the flash cards outside of gay venues 
and groups and into the hands of innocent "third parties." 
This "escape" of gay images and discourses suggests a more resilient barrier 
between the mainstream or the general public and the sub-groups of a diverse and 
"pluralist" society than the social democratic discourse would suggest. It is now 
appropriate to look at the actions of individual health workers to change this 
conception of the public. 
7 Resistance, co-optation and alliances with the state 
7. 1 The personal and the political/ the private and the public 
The implications of this distinction between the public and the private even within a 
largely sympathetic discursive climate are addressed by Bob Connell ( 1 990, 
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p.538). Connell points to the ambiguous relationship often held by minority groups 
in relation to the state: 
[g]ay activists and many feminists are rightly concerned about increasing 
the existing state's powers of surveillance and control over personal life- a 
point on which libertarian feminists have split with anti-pornography 
feminists. Yet this does seem to be consistent with the tendency of all radical 
feminisms to apply political criteria to events and settings conventionally 
defined as "private:" from unequal domestic labour through marital violence 
and incest to date-rape and household divisions of income. 
Both Stuart Hall and David Held ( 1989) and Margaret Thornton ( 1990) have made 
similar points about such "alliances" with the liberal state: 
through the redistributive welfare state, the prerogatives of property and 
wealth had to be cross-cut, modified ... by the countervailing rights of 
citizenship. In practice, the only force of sufficiently compelling weight to 
bring to bear against the powers of property and capital was that of the state. 
Hence, for the Left, the state was not inimical but essential to the very idea 
of citizenship (Hall and Held, p. 180); 
[f]orthe moment, women and subordinated minorities need the state as a 
bulwark against superordinates, even though the state is fickle in its 
allegiances and may seduce and cross them when competing interests prevail 
(Thornton, p. 263). 
And in relation to HIV and AIDS, Connell (p. 531 ), in arguing that the state is "a 
focus for the mobilization of interests that is central to gender politics on the large 
scale" points to the fact that "in countries such as the United States and Australia, 
gay community based organizations and state health services have entered a close -
if often tense - long-term relationship." If we accept, as critics such as lan Hunter 
( 1994), following Foucault, have suggested, that the effective management of the 
population is the object of the administrative state, then it can also be argued that 
these "alliances" between the state and its constituent groups are based upon two 
premises. First, there is a notional acceptance of the "jurisdiction" of the liberal 
state and an agreement to work within the larger epistemological frameworks it 
establishes. And secondly, there is a likely anticipation that working with the 
liberal state also means working upon the boundaries it may set in an attempt to 
expand the scope of its operation. 
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7. 2 Pressure groups and the state 
The potential for "noisy" pressure groups to become less noisy through co-optation 
into the structures of the liberal state is greater in a constituency like Australia 
where a community health paradigm helps to legitimate the place of different and 
diverse voices. A campaign like HIV Doesn't Discriminate, formulated in conjunction 
with community development campaigns that are not appropriate for mass 
distribution, goes a considerable way towards "awarding" full citizenship rights to 
people living with HIV and AIDS through its presentation of such citizens as part of 
the "mainstream." By 1996, HIV policy and support groups had clearly articulated 
their position in relation to the national strategies: they desired the national 
strategies to continue and that they themselves maintain a role in policy 
formation. 56 
Many gay critics, however, have warned against the dangers of co-optation. By 
1990, Dennis Altman and Chris Healey expressed concern that AIDS policy in 
Australia was moving from a crisis mode to a status as "a semi-permanent and 
routine concern of business." In 1994, when assessing the role of community based 
organisations within a state-controlled funding structure, Altman warned that 
the danger is of a slow slide towards co-option into the role it suits 
government to accord the community sector, while losing the political base 
and intellectual analysis to oppose this (p. 22). 
Patricia Day and Rudolf Klein observe that an approach based on the invocation of 
the authority of the medical "expert" and the deployment of a public health 
response was the "most effective way of depoliticising AIDS" ( 1989, p. 350). And, 
most importantly perhaps, Martyn Goddard ( 1993) has warned of the processes 
that can occur within community based organisations that assimilate state 
initiatives and approaches and work to offset a critical, slightly distanced position: 
"[a]ttempts to criticise AIDS education from inside the gay community or from 
outside have often been greeted with a strident response verging on the paranoid" 
(p. 36). 
56 See, for example, AFAO's first and most fundamental recommendation to the federal government 
(Recommendation 1.1 -"That a Third National HIV/AIDS Strategy be devised and appropriately 
resourced") in Towards a Third National HIV/AIDS Strategy (February 1996, p.15). Both the People 
Living with HIV and AIDS (NSW) and Queensland Positive People have made similarly unequivocal 
statements (see statements by the two Convenors, Bill Whittaker and Kerry Shields in 
(respectively) Ta/kabout 63 (March 1996), p.2 and QPP Alive (April/May 1996), pp 6-7. 
118 
Goddard's point is a revealing one for it questions the dominant themes of 
bipartisanship and consensus in the Australian responses to AIDS. In Australia, 
antagonism from the gay and lesbian community in particular seems to have been 
directed more towards sensationalist press reports than towards government 
inaction. It was mentioned above that Ballard ( 1989, 1990) outlined some points of 
tension in the early period of establishing funding structures between federal, state 
and community groups, but it is important to recognise that there have been points 
of conflict since this period, indicating a continuing critical position both by 
community groups in relation to the Commonwealth and within community groups 
themselves. 57 
Dennis Altman ( 1994) has provided a critical account of the development and 
partial depoliticisation of community groups across several nations; in particular 
he notes the rise of what he terms "AIDSocrats" - the gay men, who, like their 
feminist counterparts, have moved into "professional" salaried positions within an 
AIDS "bureaucracy" (p.1 03).58 This development has seen a shift in policy 
formation within the organisations from volunteers - who now largely provide 
support and servicing programs- to the full-time "AIDSocrats."59 Altman pays 
particular attention to the Australian Federation of AIDS Organisations, arguing that 
the organisation, in its policy role and proximity to government, has created an 
Executive Committee which "has become a defacto organisation of managers" and 
this, in turn, has produced "an accompanying loss ... [of] the roots in community 
activism, and a willingness to accept the imperatives of government in order to push 
the agenda of the community" (p. 1 06). Similarly, in the US Day and Kline ( 1989, 
p. 22) have argued that the valorisation of the AIDS "expert" has been used to 
achieve consensus among various groups, thereby contributing to a depoliticisation 
of AIDS. In response to these criticisms, it is necessary to point out several 
examples of the re-ignition of this critical edge, and to conclude by examining the 
relationship of AFAO to the federal government. 
57 Altman (1994, p. 1 07) notes the "very bitter disputes" between groups in the US who represent 
the "AIDS establishment" and traditional lesbian and gay groups (such as the National Gay and 
Lesbian Task Force) and more aggressive groups like ACT UP and Queer Nation. 
58 Altman references Hester Eisenstein's (1990) use of the term "femocrat" in "Femocrats, Official 
Feminism and the Uses of Power." 
59 Altman does draw an important distinction here between the AIDS Council of NSW, which is highly 
management-focussed and the Victorian AIDS Council, which has a more thorough implication of 
voluntary participation (p. 1 04 ). 
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7. 3 Maintaining a critical distance 
An important moment of "resistance" on the part of AIDS activists towards the 
Commonwealth government is observed by Hernan Pintos-Lopez ( 1 991) and Adam 
Carr (1992). These writers note the challenge made to new Health Minister Brian 
Howe only a few months after he took over the position from "foundation" AIDS 
Health Minister, Neal Blewett. In August 1990, demonstrators disrupted the 
National AIDS Conference held in Canberra, protesting at delays in approvals for 
new HIV treatments coming out of the US. Carr (p. 22) notes the success of groups 
like ACT UP in the US in speeding up drug approvals through the National Institute 
of Food and Drug Administration (the FDA). Carr identifies two factors that produced 
corresponding delays in Australia: the fact that the smaller market represents less 
of a return to drug companies, and the stringent approval system developed by the 
Therapeutic Goods Administration of the Health Department. The demonstrators' 
actions at the National AIDS Conference led to a review of procedures in 1991, 
which allowed "fast-tracking" access to experimental drugs (p. 22). 
A further example is the actions of AIDS activists and policy-makers in maintaining 
pressure on the Commonwealth after delays to the launch of the HIV Doesn't 
Discriminate campaign, which was scheduled to run in October 1992. ACT-UP 
occupied the offices of Brian Howe; in an address to the fifth National HIV I AIDS 
Conference in Sydney, Bill Whittaker, an executive member of ANCA and former 
president of AFAO, labelled the government's rescheduling of the ads until after the 
1993 election as a "spineless and ultimately irresponsible" attitude. 60 Despite the 
delays, the campaign achieved a high level of community support, and when the 
Disability Discrimination Act came into operation in 1993, AFAO was provided with 
funds to run its own education campaign explaining the provisions of the act. The 
campaign was successful, with mainstream press reporting the introduction of the 
legislation and citing AFAO president Bill Bowtell as the authority-source, arguing 
that the act was "the most significant piece of legislation dealing with HIV I AIDS 
passed in Australia and perhaps in the world."61 
As a final example, in 1994 considerable controversy developed over the cover of an 
issue of the National AIDS Bulletin, published by AFAO and featuring well-known 
60 See Sydney Star Observer, 198 (11-12-92), p. 4 and OutRage, 11 6 (January 1993 ), p. 4. While 
the Health Department claimed the ads were technically inadequate, ACT-UP's David Anderson 
claimed the campaign was delayed to include a heterosexual couple; Whittacker also explained delays 
in terms of the campaign's attention to homophobia. 
61 Cornwall & Signy, Sydney Morning Herald, 16-1-93, p. 4. See also Della-Giacoma, Australian 11-1-93, 
p. 4 ; Gunn, Australian 18-1-93, p.4; and the Courier Mail, 18-1-93, p. 7. 
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AIDS activist Bruce Brown and another man about to engage in oral sex. 62 The 
Minister for Health at the time, Graham Richardson (Brian Howe's successor), 
objected to the "graphic" nature of the image - in an article in OutRage ( 1 994, p. 
3), Richardson is quoted as describing the image as "gratuitous and offensive" and 
"inappropriate in a publicly funded publication." Michael Bartos ( 1996) assesses 
the act of transgression as related to the confusion of genres: 
[o]n the one hand, a depiction of healthy gay sexuality, promoting self 
esteem, would have been acceptable. On the other hand, an appropriately 
compassionate depiction of People Living With AIDS, bravely bearing their 
inflection, would also have been acceptable ... 
. . . for Richardson, safe sex is healthy sex, that is, sex between healthy bodies 
with healthy self-esteem. This picture of hea_lth has no room for the Person 
Living With AIDS as active pursuer of sex (pp 128-129). 
The comments raise the issues both of taste and decency (to be addressed in the 
following chapter) and the use of public funds for targeted publications. This second 
issue nicely addresses the grey area between mainstream campaigns and community 
campaigns, between the general public and "minority groups." Craig Patterson, 
Director of Education in the AIDS and Communicable Diseases section of the Health 
Department (and a former community health worker) has commented, 
[ o ]ne of the problems with the NAB cover was .. the nature of the National 
AIDS Bulletin. What is the NAB - who is it for? Is it for gay men, is it for 
educators in HIV education? Is it a general community resource for all 
educators? Is it a resource for school libraries? What did we fund - what 
was our expectation of that resource?63 
These comments and those of Richardson appear to pull back the NAB - and, by 
implication, AFAO - from the critical position that its community support base 
would imply. And certainly, Tony Keenan, president of AFAO at the time, offered an 
opinion in OutRage (1994) that voiced disagreement with the Minister's position. 
Keenan was careful, however, to point out that in securing the Second National 
Strategy, "Richardson's clout was useful to AFAO, despite our disagreements." But 
there are two important qualifications that need to be made here that reveal more 
62 National AIDS Bulletin 8.2 (March 1994). 
63 Personal interview with the author, Canberra, 26 February 1996. 
complex explanations for the events; both suggest the benefits of this close 
association. 
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The Minister's comments must be placed within the context of the transfer of the 
portfolio from Richardson to his successor, Carmen Lawrence. 64 At the time, 
Lawrence brought a high public profile - as both a former state Premier (of 
Western Australia) and as a woman in Cabinet (an essential element for a party that 
was offering the structured increase in women candidates as a part of its electoral 
platform). Accordingly, it was suggested that Richardson- on the way out- agreed 
to take public "responsibility" for the issue, both in terms of any public backlash 
and in accepting the position of "fall guy" with respect to the HIV I AIDS community. 
It is crucial to recognise here that the structures in place for the operation of AFAO 
and the NAB actually facilitated an extremely transgressive moment in Australian 
health policy. The fact that the publication proceeded to this stage and was met 
simply with a reprimand supports arguments suggesting the strategic nature of 
policy discourse. This argument has been made by cultural policy theorists in 
relation to the state's activities. Stuart Cunningham ( 1992) has argued that 
[t]he state and state functionaries must operate as if conflict, difference and 
struggle can be contained; that one aspect of state activity, in principle, can 
be harmonised with all other areas of activity (p. 170). 
That is, the state's activities in funding the NAB must appear to be reconcilable with 
a range of other government functions- just as the statements of "productivity" in 
the HOD Backgrounder tied AIDS funding into both the social justice platform and the 
economic rationalist imperatives of the Hawke and Keating governments. 
Furthermore, the fact that Patterson had engineered a position for himself- and the 
framework for AIDS policy in Australia promotes such incorporation of community 
health advocates - did not necessarily depoliticise his activities. In mentioning a 
grant of $1.3 million to AFAO to fund the organisation through 1996 into 1997, 
Patterson spoke in terms of "some strategic ability to forward plan," and this was 
certainly important to the scheme. But as one AFAO worker observed, "why do you 
think AFAO got $1.3 million six weeks before the election?" AFAO and the 
Department maintained this "strategic" relationship through very productive and 
very personal links between the organisations. Gay Education Strategies Project 
64 The following opinion was suggested in a conversation with an AFAO officer in July 1995. 
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Officer, Paul Martin, asserted, "[w]e're confident that the section supports us" and 
pointed to the organisation's incorporation of a departmental representative on the 
AFAOBoard. 
But it was important to this scheme that this "representative" be of a particular 
kind. Michael Sparks was a Commonwealth Government employee (an Assistant 
Director in the Education Unit, headed by Patterson), but he had a background in 
community education and described his acceptance by AFAO in the following terms: 
as a person who has had that experience in the community, who is really 
ready and willing to work on the campaign ... to put suggestive ideas and to be 
creative, to be another gay man who is out there trying to make a difference 
65 
Importantly, though, AFAO officers are vigilant for aspects of co-optation. Martin 
explains that the project officers and policy makers strive to avoid 
being too cautious ... attempting to second-guess what people above them will 
say ... "oh, no, I don't think that's a good idea"- but we don't know whether 
that's their assessment and being overcautious about something, as opposed 
to passing it through the channels and seeing what we can get away with. 
Accordingly, the organisation actively works to discourage self-censorship- of 
adopting an attitude, "that would work, but there's no way we'd get that through the 
Commonwealth:" 
[i]f our focus testing tells us that the dick [that is, the explicit image] 
works the best, then that's the one we'll put up. And then, it will be the 
Commonwealth's decision about whether it wants to compromise what's good 
public health and not AFAO's. 
To some extent then there is almost an expectation of the inevitability of the 
community sector "breaking the rules" in relation to the Commonwealth; this 
shows quite clearly the value of the "partnership" model. 
Following the problem of the NAB cover, a clearer approach was developed so that 
all parties would come to an agreement on what the Commonwealth was funding and 
65Personal interview with the author, Sydney, 3 March 1996. 
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what would take the Commonwealth's name. This new scheme marked a change from 
the system in which items such as this image "slipped through" the system; this did 
mean that tests could be more stringent. Paul Martin noted that "there's lots of 
different places within the Commonwealth that our campaigns can be stopped at." 
But the new scheme also worked to ensure that the Commonwealth must stand by 
what it "produces"- "it is a collaboration and when there's flack we have to stand 
together to defend the need for the resource or the statement or the cover" (Michael 
Sparks). Furthermore, there is a self-conscious recognition of this delineation of 
activities from the Commonwealth side: 
that process allows a particular community to say "yes." If the perception 
is that explicit full-on porno scenes are going to change people's behaviour 
then hopefully financial arrangements can be made within those 
organisations so that they fund that stuff. We can fund something else ... 
(Patterson). 
This works in a way that is not imagined, say, in the British scheme whereby 
education materials emerge from the quite separate Health Education Authority. Jo 
Dougal, who worked in the Australian Health Department since the period following 
the Grim Reaper, 66 explains this function: 
the whole way that the national strategy was set up was to enable the 
community sector to push boundaries in ways that we couldn't - in the same 
way that we could do things that they couldn't do. So, it all worked, you 
know ... obviously a few hot spots when things like that [the NAB cover] or 
the earlier Two Boys Kissing in Victoria created a bit of a fuss. But it was 
inevitable. That was part of what the community sector's role was. Why it 
was a formal partner - why it was funded to exist at all - was in fact so that 
it could do those things and so it should be able to and needed to in a way that 
we didn't ... 
It is important to note here that although the Commonwealth must make the kinds of 
"objections" represented by Richardson's comments in relation to the NAB cover, 
everyone working within the structure recognises this mode of operation - that the 
implementation of AIDS policy and programs must follow certain general modes of 
operation put in place at a "superstructural" level for application to all areas of 
state activity. However, a markedly progressive approach to using this system was 
66 Before she left the unit in early 1996, Dougal was an Assistant-Director of Education. 
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developed around this framework. The tradition of community health care67 and the 
pervading discourse of social justice meant that the policy environment was an 
essentially enabling one. 68 Dougal goes on to say: 
... a lot of people ... were staggered that, you know, a Commonwealth 
Government or a national government agency would actually spend money to 
formally fund community advocacy bodies to criticise and provide, I suppose 
"advice" is a mutual way of putting it, to actually put the Commonwealth 
Government on the spot. Certainly not the general case in the US or the UK. 
Dougal's reference to the UK position is a telling one. After the Department of Health 
itself ran the "Tombstone" and "Iceberg" advertisements in 1986/87, the 
government passed responsibility to the Health Education Authority - a separate 
authority formed expressly for the purposes of distancing the government from 
AIDS education. 69 
8 Conclusion 
The various campaigns pursued in Australia under the National HIV I AIDS Strategy 
have navigated a range of complex social, behavioural and bio-medical issues. But 
they also represent a campaign of a different kind: the "campaign" of the state to 
open up a new sphere of activity for itself in its quest to effectively "manage" the 
whole population. 
At times, the pursuit of social harmony by the Commonwealth government has been 
articulated in a policy form that quite overtly demonstrates the considerable scope 
of Commonwealth activity. The government's perceptions of its own role in shaping 
the social "climate" in which HIV and AIDS are experienced and understood is an 
illustration of the actions of the state in extending its "reach" into the lives of its 
citizens. 
67 Gwen Gray (1990, pp 239-240) assesses the Whitlam and Hawke governments' recognition of 
community health initiatives in the following terms: "[t]he provision of health services by teams of 
salaried professionals in locally-controlled community and women's health centres poses a far greater 
threat to the dominance and autonomy of the medical profession than national health insurance 
which, apart from work in public wards of public hospitals, simply underwrites private practice." 
68 Indeed, when questioned on the importance of the social justice discourse to the HIV I AIDS 
programs, Dougal replied, "I don't think any of the AIDS programs could really have gotten off the 
ground at all without that larger, sort of meta-framework within which those things could happen." 
69 For a record of the development of UK campaigns, see the HEA's HIVIAIDS Mass Media Activity 
1986-1993 (1993). Interestingly, the Health Department retained authority over injecting drug use; 
a situation that extends the problems identified by Dave Burrows (acting Deputy Director of Policy 
at AFAO) in Australia where the harm reduction function of the HIV/AIDS Strategy operates in 
conflict with that under the National Drugs Strategy which aims at preventing drug use altogether. 
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This process should not, however, be regarded merely as one of gradual and 
unproblematic "appropriation" of further aspects of citizens' private lives on the 
part of the state. The social and political context of Australia in the 1 980s and 
1990s has had a direct impact on the shape of policies and programs pursued under 
the National Strategy. Specifically, this chapter has shown that the entire period of 
"AIDS under Labor" can be characterised as one in which competing versions of 
liberal discourse struggled to find expression in the policy and activities of the 
state, its agents and its "population." It is the desire for social harmony, achieved 
through the good administration of the state (and the good health of its citizens), that 
explains how both variants of liberalism- the social democratic (with its emphasis 
on social justice) and the liberal democratic (bringing a program of "economic 
rationalism") - can co-exist. 
The significance of this situation lies in its scope for a high degree of agency on the 
part of those who participate in the formulation and application of HIV I AIDS policy. 
Problematic as it was, the Grim Reaper campaign, actually operated as a point of 
mobilisation for an "oppositional," community based approach to education and 
prevention that redefined the concept of the "general public" in mass media 
campaigns to include its various constituent groups. In the long term, then, the 
activities of those involved in instigating and applying this scheme of health 
education in relation to HIV and AIDS have not only helped to stem the rate of HIV 
infections in Australia - they have established an important model for negotiating a 
significant health issue in this country. 
Chapter Three 
The Broadcasting Framework: 
Regulatory, industry and textual conventions 
1 The regulatory scheme: HIV and "community standards" 
1. 1 Introduction 
The first two chapters have argued that knowledge of HIV and AIDS is constructed 
culturally through discourses that are specific to their social location. Chapter One 
looked at various existing discursive strategies that were deployed in the formation 
of meaning around AIDS, including conventional attitudes towards illness and well-
being, theories of contamination and containment, and the desire to impose a 
stability of meaning and a narrative order on the experiences of individuals and 
communities affected by HIV and AIDS. In Chapter Two, the study narrowed its focus 
by charting the policy framework that surrounded the Australian government's 
actions in shaping dominant meanings of HIV I AIDS. 
The previous chapter argued that the 1980s and early 1990s formed a period in 
which a strand of social democratic policy discourse of successive ALP Governments 
coincided with the policy-making environment of the Australian (health) 
bureaucracy. This "governmentalism" sought "administrative efficiency" in the 
broadest sense: a harmonious social configuration with the optimum good health of 
the population. As a result of this alignment of both aspects of governmentality at 
this time, the Commonwealth was able to establish a largely coherent and successful 
strategy for setting the preconditions for thinking about HIV I AIDS, for suggesting 
appropriate behaviour in relation to sex and to drug use, and for promoting a 
broader form of "social health" that espoused tolerance and social diversity. 
These strategies fit well with the conceptualisation of governmentality propounded 
by Michel Foucault and adapted by a number of cultural policy theorists such as 
Tony Bennett, lan Hunter and Gay Hawkins (discussed above in the Chapter One). 
Foucault argued that "the state" is not a monolithic entity which determines all 
aspects of citizenship; but rather that the processes of governmentality and 
citizenship and subject formation are more diffuse and operate through various 
cultural technologies which are susceptible to intervention in strategic and 
productive ways. 1 
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Central to Foucault's study of governmentality, and directly evident in the 
Australian AIDS education campaigns, is the figure of the population. Foucault 
argued that the administrative state has as its target the efficient organisation of the 
population. 2 The current chapter builds on the argument of Chapter Two, that a 
concept of citizenship and the figure of the population underpin the discursive 
address of the national campaigns. It takes as its base point the shifting concept of 
the "Australian public" or citizenry and explores its translation through the 
various cultural technologies of the media regulatory framework and textual and 
industry practice into the forms of the "audience" and the Australian "community." 
The chapter argues that an ongoing governmentalism steers broadcasting policy in a 
similar way to health education. At this point the study draws on the work ofT om 
O'Regan (1996) who argues that the filaments of this administrative 
governmentalism reach out to mainstream filmmaking in the form of a recurring 
and ineluctable "problematisation of the social." It is this process which steers 
contemporary filmmaking along certain topical lines. 
The current study turns this methodology to use in examining television drama 
production in Australia. Just as health educators in the Department of Health and its 
affiliated agencies insisted on a problematisation and redefinition of the category of 
the Australian public, their counterparts in the television industry continually 
interrogate the expression of the Australian "community" in both regulation and 
policy, and in industry and textual convention. In documenting the policy and 
production contexts that surround the representation of HIV, Chapter Three 
anticipates Part Two of the thesis, which looks at the representation of HIV and AIDS 
in specific episodes and series of television drama and the actions of program 
makers who, like their counterparts in the domain of health education, seek to 
intervene in the processes of meaning formation, of social problematisation. 
1 See "Technologies of the Self" (1988b, pp 18-19); History of Sexuality Volume 1 (1984a, pp 95-96). 
Zsee, for example, "Governmentality," 1979, p. 20. 
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1 . 2 Civic engagement: the broadcasting public and the textual 
community 
Recent studies in citizenship and the media have advocated a recognition of the place 
of the audience within a more "social" comprehension of screen culture. Peter 
Dahlgren ( 1995), for example, argues that a concept of television culture based on 
the act of "reception" is a "mediacentric perception, [where] the larger horizons 
remain largely scenic" (p. 120). Dahlgren's interest lies in promoting a vibrant 
public sphere populated by "interacting social agents." This scheme emphasises the 
role of the citizen as viewer. 3 
This proposal for a revised concept of the audience based on that of the television 
"public" is a useful one in discussing the points of intersection between health 
education campaigns (which attempt to engage directly with the behaviour of 
citizens) and pro-social television drama programs (which routinely interrogate 
aspects of behaviour and attitudes towards contemporary social issues, largely 
within a framework of social "reform") However, this exploration of the 
reader /viewer as citizen is one that has an academic heritage within media and 
cultural studies, insisting on the role of the active audience. 4 Critics such as John 
Tulloch ( 1990) have extended this idea of audience members as "knowledgeable 
actors" to include other areas of television such as production personnel, critics 
and academics (p. 21 ). Tulloch's work and that of Henry Jenkins ( 1992) on fan 
culture, for example, focus on the active participation of the audience in meaning 
formation in ways other than merely the cognitive. Jenkins points to a range of 
"secondary" texts generated by science fiction fans, and his work is taken up below 
in relation to the operation of a gay and lesbian/HIV reading culture that forms 
around media representation in television programs such as GP and Pacific Drive. 
While the current study does not pursue an ethnographic analysis of audience 
activity, the textual implications of active readership should be acknowledged. In 
such a conceptualisation of the media, the audience plays a central role in the 
production of the text, yet this role should not be thought of as arbitrary and 
3Kymlicka and Norman (1994) provide a useful survey of recent theoretical work on citizenship. 
4For case studies in audience research, see David Morley's work on Nationwide (1980) and "family 
television" (1986), Hobson (1982) on Crossroads, Buckingham (1978) on EastEnders, Ang (1985) on 
Dallas, and Radway's (1987) influential text on readers of romance novels. Elizabeth Ellsworth (1988) 
provides an account of the interpretive practices of a community of lesbian viewers in relation to the 
film Personal Best. Tulloch and Moran (1986) provide some account of the audience for the Australian 
series, A Country Practice. Mary Ellen Brown (1994) provides a study of soap opera texts and 
audiences in the US, the UK and Australia. Other contemporary work in television criticism will be cited 
in relation to the various television productions examined in Part Two. 
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limitless. In advancing their theory of the "social text" and in suggesting that there 
is never one single, authoritative text that is provided to the reader or viewer by 
the "producer," Tony Bennett and Janet Woollacott ( 1986 p. 91) argue that "texts 
are never just themselves." Instead, they are inscribed within already existing 
discourses, within a system of inter-textual relations and reading formations which 
establish the "grids of intelligibility" that influence their reception. This would 
suggest that both the national AIDS education campaigns and the various 
representations of HIV and AIDS in television drama would be shaped by current 
social formations and discursive patterns. Indeed, in their study of television, AIDS 
and risk, John Tulloch and Deborah Lupton ( 1997) argue that 
the production and reception of meanings in relation to television AIDS texts 
are inevitably embedded in social and cultural processes ... the production of 
AIDS 'messages' on television does not 'come first' (as source) [before 
audience interpretation] in any simple, linear sense, but is the result of a 
continuous negotiation between production rhetorics, institutional values and 
constraints and intertexts (p. 223). 
Read alongside these well-established principles of media (and meaning) 
production, Dahlgren's idea of the audience member as citizen, who is also part of a 
broadcasting "public" is both logical and productive, in two respects. This approach 
to broadcasting activity enables us to plot an overview of the means of "regulating" 
the broadcasting public in Australian television, of constructing the figure of the 
public through that of the audience. Concepts of public taste, decency, morality and 
obscenity were examined in the previous chapter in relation to the "general public" 
or to specific target communities which were the focus of AIDS education campaigns. 
Petersen and Lupton (1996) have argued that the figure of the citizen is a core 
feature of the "new public health:" 
the very term 'public health' includes within it an assumption that members 
of the 'public' are understood as citizens, for the term 'public' assumes a 
common purpose and goal, a sense of community (p. 61 ). 
These concepts resurface in the current chapter in relation to the construction of 
viewers as citizens who must at various points be educated, enlightened or protected 
from certain forms of knowledge. That is, these broadcasting "technologies" attempt 
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to structure the presentation of content according to a pre-existing concept of a 
community of viewers. s 
This approach also allows an examination of the conditions under which these 
constructions of the audience/public intersect at key moments with the on-screen 
textual communities of television drama. Not only do the regulatory guidelines have 
a measurable impact on on-screen content (such as in the censorship of certain 
scenes, or the requirements to develop "Australian" drama), but there are given 
textual conventions associated with television drama which necessarily influence 
the degree of autonomy open to any audience in their acts of decoding (andre-
deploying) media representations. Louise Spence ( 1995) describes the pleasure of 
the viewer in anticipation and in the process of knowing of events and character 
relationships (rather than in knowledge itself) as a "structuring presence" 
common in the form of soap opera: 
we watch anticipating what we know will happen once again and to see how it 
will happen this time, a bundling together of memories and expectation (p. 
193). 
Similar conventions attach to the construction of the soap or drama community that 
is presented to the viewer, and to the ways that "issues" such as HIV are channelled 
through that community. These versions of the Australian community, in turn, 
become crucial to the conditions of representation of HIV and AIDS in Australian 
screen media: they are a "structuring presence" that establishes a set of social 
mores and community standards to stand alongside of, and feed back into, those of the 
Australian regulatory schemes. 
The first part of this chapter looks at the lines which connect the audience and 
broadcasting public to the on-screen community. Importantly, within the specific 
conventions and expectations of genre and of programming and scheduling in 
Australian television, some "pro-social" television drama programs .already 
envisage a well-formed concept of the "public" in their audience address. And 
accordingly, in this arena, just as in that of health education, there are acts of 
"resistance" on the part of program makers which oppose the less pluralist and 
sometimes hostile vision of the social (identified in Chapter One) that is often 
propagated through the media. But first, in moving towards this analysis of 
television programs and their public(s), it is helpful to trace the impact on 
5For an overview of research on the concept of cultural technologies, see Flew (1996). 
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representations of HIV and AIDS of existing moral and ethical regimes that have been 
entrenched in the regulatory framework that surrounds the operation of media in 
Australia. 
1 . 3 Community standards in broadcasting 
Keith Alcorn ( 1989, p. 195) has commented that AIDS is "deeply embedded in the 
social formation and cannot be understood as a public issue without reference to the 
formation of the public sphere in which it appears." Both Alcorn and Kenneth 
MacKinnon (1994) have argued that the political culture of the US and the UK, as 
they were translated into a broadcasting and film culture of the times, directly and 
indirectly influenced the ways in which AIDS could be (and was) represented in the 
1980s. 
MacKinnon illustrates how the 1980s film culture that embraced the "greed is 
good" dictum of Wall Street established a highly conservative frame of reference 
through which meanings of AIDS could be read. In his extensive study of film culture 
in the US and the UK in the 1980s, MacKinnon points to the primacy of the 
determining discourses of the family, self-help, individualism and voluntarism, and 
the hostility towards deviations from these dominant positions established both at a 
government level and as expressed through the film culture of the time. G The 
emergence of the New Right was fundamental in structuring prevailing attitudes 
through new inflections in the discourses of individual rights and sexuality, and, as 
Jeffrey Weeks (1989, p. 304) has pointed out, "the key feature of the 1980s was 
that, for the time being, the initiative on sexual matters passed to the Right." Given 
the links that can be established between public policy and the larger broadcasting 
culture, this development at the political level has serious implications for the 
representation of HIV and AIDS. Hence, the importance of MacKinnon's study of the 
interrelations of film culture and social conditions. 
Such implications are explored in Alcorn's analysis of the organisation of AIDS 
"Television Week" in the UK in March 1987. Alcorn points to both the Thatcher 
Government's policy position in regard to AIDS (including a history of neglect of the 
issue) and to the institutional conditions of broadcasting which governed, for 
example, the discussion of lesbian and gay sexuality. On the one hand, standards of 
"decency" and "morality" had, in Alcorn's words, formed the "one coherent strand 
6This kind of analysis has also been performed by Simon Watney -see Policing Desire (1987) and 
"Short-Term Companions" (1992). 
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running through Conservative communications policy" and, on the other, a 
broadcasting climate had been established by this same government which required 
the BBC to become more competitive, more attuned to ratings success. It was in this 
climate that the BBC produced EastEnders, its highest rating program and one which 
incorporated two gay characters into its construction of contemporary British 
society. 7 In a similar way, in Australia high rating commercial programs like A 
Country Practice, The Flying Doctors, Blue Heelers, Neighbours and HomeandAway 
have negotiated some very restrictive regulatory guidelines to develop storylines 
around gay, lesbian and HIV positive characters. Specifically, the "cultural 
technicians" who have shaped these narratives have done so in a broadcasting 
environment that exhibits strict rules governing the transmission of "indecent 
matter." 
1 . 3. 1 Obscenity and indecency 
Before the steps towards a "deregulated" media environment were taken in late 
1992, the Australian broadcasting framework provided for a similar censure of 
"indecent" material as that adopted for print matter. The Australian Broadcasting 
Tribunal Manual set out the Tribunal's policy statements on a range of matters. 
Policy Statement Three governed "Blasphemous, Indecent or Obscene Matter:" 
[t]he test of obscenity and indecency is whether the matter in question 
offends to some substantial degree the sexual modesty of the average man or 
woman in the Australian community or offends to a substantial degree the 
contemporary standards of decency currently accepted by the Australian 
community ... It is the standards applicable in the Australian community at 
the date of transmission that will be applied by the Tribunal and not the 
standards of some past age or era. Further the standards for the whole 
community will be applied, not the standards of groups or classes within the 
community to whom transmission of the matter is intended or likely. 
However, the standards do not include special susceptibilities over and above 
those of the average member of the community. a 
7These two early gay characters were Colin Russell (a longterm character who was part of the series 
from 1986 to 1989) and Barry Clark. In the early 1990s, they were followed by a heterosexual couple 
who were HIV positive, Mark Fowler and Diane Butler (see The EastEnders Programme Guide, Munro, 
1994; The EastEnders Handbook, Kingston, 1991; and The Gill and Mark Story (on video), Bird, 1993). 
In November 1996, the UK magazine Gay Times (Parkes, 1996) ran as its cover story the romance 
between the current characters Tony and Simon. 
8ABT (1990), pp 70-71 (POS 03: Issued 17 October, 1983; Reissued 22 October, 1990). 
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This test is most interesting in relation to its refinement of the concept of the 
"Australian community" and for its role in providing a framework for the 
representation of contemporary social issues on Australian television. In contrast to 
other policy statements (examined below) that invoke concepts of multiculturalism 
or cultural diversity, this policy statement suggests an identifiable, middle mass of 
persons who belong neither to minority groups nor to the especially pedantic or 
particular - people who are "average" and for whom there is a measurable level of 
"sexual modesty." In this respect therefore, the community is imagined in similar 
terms to that expressed in the Australian Press Council's Statement of Principles, 
noted above. 
These standards are significant inasmuch as they mark the outer limits of the 
representational field. This is not to say that they were never breached, nor 
challenged in fundamental ways (and this aspect will be examined in more detail 
below), but they did constitute the framework for broadcasting and the reference 
point that could be invoked when some controversial aspect of a particular program 
was under debate. 
The fundamental problem with these "standards" is twofold. Firstly, the 
maintenance of a standard of "sexual modesty" operates to police breachesofthe 
conventions relating to sex and nudity in relation to heterosexuality, yet the same 
standard becomes the mechanism for policing representations of same sex desire in 
themselves. The audience - or at least, that section of the audience that matters, or 
on whose behalf such regulations are enforced - is thereby constructed as 
heterosexual, with the sensibilities of heterosexual viewers deemed those of the 
reasonable person. Secondly, it is not simply the audience (for example, "the 
Neighbours audience" or "the GP audience") which is imagined in this scheme, it is 
"the community" which is established as the reference point. In the composition of 
this community, the reasonable person test ensures that, just as there is a 
presumption of Christianity in the test relating to "Blasphemous Matter" (3.1 ), 
there is a presumption of heterosexuality .. Hence, the social democratic vision 
expressed in other manifestations of public policy is firmly set aside as this 
particular version of the audience comes to represent the mass of the general 
public. 
The implications of these constructions of audience and community for the 
representation of HIV and AIDS are profound. Since the audience for any given 
program is conflated with the community or the citizenry itself, certain images and 
discursive constructions of and about that community therefore become 
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unacceptable. There is a distinct gap between what we might perceive as the 
citizenship rights of gay, lesbian and HIV positive people in the larger public sphere 
- their protection from discrimination, the right to political participation etc - and 
their rights as citizens who are also audience members. Interestingly, however, 
there is also an inconsistency between the liberal/social democratic discursive 
trend that has successfully evolved across several television drama series and the 
assumptions about human rights and citizenship which underpin the broadcasting 
framework within which those images and discourses are generated. The specific 
acts of interpretation and negotiation of the broadcasting standards by writers and 
producers of television drama in Australia are examined in detail in Part Two. But 
first, it is necessary to outline how these standards were adapted into network 
policy by Australian broadcasting institutions. 
1. 3. 2 Program classification in commercial television 
The representation of HIV, on account of the associations its generates (some of 
which were outlined above in Chapter One), is a matter that must always be 
referenced to established program standards. Specifically, there is an implied 
connection between the notion of sexual modesty that informed the guide to "indecent 
matter" and that of the Standard of AO or MA programs. Until1992, the ABT issued 
specific program Standards which the commercial television stations were required 
to follow. After the passage of the Broadcasting Services Act 1992 and the 
establishment of the Australian Broadcasting Authority, these standards were 
gradually developed by the commercial television stations themselves in the form of 
the Industry Code of Practice, which operates alongside the Authority's rulings on 
matters of Australian content, children's programs and advertising.9 The new 
standards in Australian broadcasting are not mandatory; they are policy statements 
which will be relevant in the exercise of a discretionary power of the authority. 
Under the scheme established through the Commercial Television Industry Code of 
Practice, the framework for representation of gay and lesbian sexuality remains 
intact. The basis of the voluntary scheme is that classification of programs will 
proceed on the basis that: 
9 The existing standards developed by the ABT were retained until new industry standards had been 
put in place. Both the ABC and SBS operate under separate codes, referred to below. An explanation 
of this system along with a progress report on the operation of the Codes of Practice is provided by 
the ABA each year in its Annual Report (see for example, Annual Report 1995-1996, pp 8-13 and pp 
42-48). 
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each broadcast day is divided into classification zones which are based on the 
majority audience normally viewing at that time, and particularly whether 
children are viewing in significant numbers (Objective 2.12, FACTS Code of 
Practice, 1993, p. 7). 
Thus, on the one hand, these standards are created on the grounds of who will be 
watching- that is, in terms of audience. But in matters of arbitration, the 
reference point is not the reasonable child, or the reasonable late night viewer, but 
the reasonable adult person. 
Most important for this study is Section 2 of the Code, "Classification." This section 
sets out the new program classifications, designed to be consistent with those of the 
Office of Film and Literature Classification. Not only must each program be rated 
according to this scale, but each day is divided into zones according to these same 
standards which restrict the material that can be broadcast. The categories comprise 
the following classifications and times: 
"C" (Children's) and "P" (Preschool Children's): moveable and 
overlapping zones which takes precedence over other classifications; 
"G" (General), which "must not contain any matter likely to be unsuitable 
for children to watch without the supervision of a parent;" 
"PG" (Parental Guidance Recommended), which "may contain adult themes 
or concepts but which must remain suitable for children to watch under the 
guidance of a parent or guardian;" 
"M" (Mature), which is recommended for viewing only by persons aged 15 
years or over because of the matter it contains, or of the way this matter is 
related;" 
"MA" (Mature Adult), which "is suitable for viewing only by persons aged 
1 5 years or over because of the intensity and/ or frequency of violence, 
sexual depictions, or coarse language, or because violence is central to the 
theme." 
In addition, there is a category of "Material not suitable for television," prohibited 
because "the matter it contains, or the way that matter is treated, is unsuitable for 
television." Each of the categories gives specific guidelines on the treatment of 
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violence, sex and nudity, language, and drugs; the PG and M classifications also 
provide guidelines on the depiction of suicide; and the G classification contains an 
"other material" category which governs the depiction of "dangerous playthings," 
"an atmosphere of tension or fear," and "themes dealing with social or domestic 
conflict."10 
In one respect, of course, the act of discouraging networks from screening certain 
material (such as sexual violence) in times when young children are likely to be 
watching is indeed a necessary exercise of regulatory power. But this does not 
answer the criticism of the vast range of subjects embraced by a concept like "adult 
themes" which are effectively policed under this regulatory regime. Furthermore, 
the criterion that children "might be watching" suggests an effectivity that extends 
beyond the interests or welfare of children to a broader, more far-reaching 
surveillance of the population mentioned in the preceding chapters. 
Most importantly, however, the guidelines in relation to the representation of sex, 
drug use and "adult themes" are crucial to the presentation and even the 
formulation of storylines around a subject like HIV I AIDS. Indeed, the regulations 
are so limiting that a specific exemption has been included in the Code to allow for 
(what are known in the industry as) "pro-social" drama series (or "pro-social 
moments" in soap opera and other programs): 
[a] program which deals in a responsible manner with important moral or 
social issues may be broadcast outside the times appropriate to its 
classification provided that clear advice of the nature and content of the 
program is given both in promotions for, and at the start of, the program. 
That advice must avoid detail which may itself seriously distress or offend 
viewers. 11 
Though there are limits on the manner and extent to which this clause may be used 
by a network, it does serve to legitimate the practice of investigating (at least 
some) more complex and challenging issues by television production personnel.lZ 
But equally, it means that the recent liberal approach in permitting representation 
of homosexuality and HIV I AIDS is in fact based on the notion of an exemption to 
general broadcasting requirements. This validation of the socially "responsible" 
1 0 The above scheme is taken from Section 2 of the FACTS Code of Practice. 
11 FACTS Code of Practice, Section 2, Clause 2.5. 
1 ZThis issue is taken up in Part Two where the conservative approach of the Seven Network censor 
in relation to Home and Away is compared to the more adventurous policy at the Ten Network in 
relation to Heartbreak High. 
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drama effectively establishes the form that such material will take - and hence the 
significance of the characteristics and conventions of the pro-social drama series 
such as GP or A Country Practice. Australian television production personnel have 
demonstrated that these guidelines are not binding: the treatment of HIV in the late 
night soap opera, Pacific Drive, was interesting precisely because it chose to ignore 
this model. Nevertheless, in Part Two the analyses of various television drama 
programs will demonstrate that these regulations form persuasive guidelines under 
which the networks commission and develop programs. Programs featuring HIV 
storylines represent a cross section of all programming zones and categories (with 
the exception of Children's and Preschool Children's) and incorporate aspects of sex 
and sexuality, gay and lesbian lifestyles, medical procedures, illness and euthanasia. 
By prohibiting the representation of certain subjects, or limiting their "conditions 
of vision," the guidelines contribute to the development of a set of standards that 
attempt to contain the dangerous or destabilising nature of certain subjects. 
Just how "destabilising" this influence is considered to be varies according to the 
anticipated audience. Inevitably, this means that different conditions will be 
imposed on different programs in relation to the depiction of each of the "issues" 
identified above and the different publics to which they are broadcast. As a result, 
there is always a dual aspect to the operation of the figure of "the community" in 
relation to television content guidelines: the on-screen community and the off-
screen broadcasting public. An interesting question then arises: to what extent does 
the fictional on-screen community represent, not some "real" "signified" concept 
of the Australian social, but the figure of the Australian public implicated and 
imagined within the political and bureaucratic organising discourse of media and 
cultural policy? 
What will be seen from the following chapters is that these final products often 
result from an active negotiation of these conditions for broadcasting, combining an 
observance of the classifications with a move towards more liberal themes of 
diversity and social justice that also surround broadcasting. It was seen in the 
previous chapter that the optimum operation of health policy workers within the 
bureaucratic framework of the Commonwealth Health Department was achieved by 
way of a social democratic ideology that could be supported under an ALP social 
justice platform. This "alliance" does not, however, appear to manifest itself so 
clearly within the Communications portfolio, and the material presented above 
suggests that there is a series of tensions within the broadcasting framework that 
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influences the representation of gay and lesbian and HIV I AIDS issues. 13 It would be 
too simplistic to conclude from this, however, that one portfolio is more 
"progressive" than the other. 14 More importantly, it should be noted that these 
broadcasting "standards" exist, in practical terms, as proscriptions on images and 
dialogue that can be generated within mainstream television drama productions. 
Moreover, those same proscriptions operate in relation to the national HIV I AIDS 
media campaigns. It is only in the more targeted community-based campaigns with 
limited and well-defined distribution that other more transgressive images and 
discourses are found. Accordingly, the most controversial moments in the 
implementation of these campaigns were generated when this material "escaped" 
the set demographic boundaries. 
What can be gathered from evidence of both national campaign material and 
television drama programs is that strategies for subverting, or at least modifying, 
the inherently conservative and limiting nature of the broadcasting standards have 
been grounded in a perceived need to interrogate contemporary social issues. This 
opportunity for social interrogation allows media professionals to complement the 
work of other health professionals; that is, it allows film and television makers to 
join with health educators and become using Jan Hunter's (1994, 1988) example, 
the "Kay-Shuttleworths" of the various bureaux.1s For the Kay-Shuttleworths or 
the cultural technicians of the television industry, one of the key mechanisms for 
expanding the social field is the exemption for "programs dealing in a responsible 
way with important moral or social issues." However, a further, related means of 
alternative critique has been provided through the discourses of multiculturalism 
and cultural diversity. 
1. 4 Negotiating cultural diversity 
The argument that the broadcasting environment is in a sense "public property" 
has long held credence in Australia and has contributed to the justification for 
ongoing regulation. The claim has been particularly strong in the key area of 
13During the 1980s, Communications was part of a shared portfolio with Transport. It was not until 
1994 that a new department of Communications and the Arts was formed. This portfolio was 
maintained under the Coalition Government elected in 1996. 
141t should also be noted that an investigation of practices of policy workers within this department 
was not included within the scope of this study. 
1 5 Hunter (pp xii-xiii) describes James Kay-Shuttleworth as "a leading figure in the 'middle-class' 
push for state intervention in popular education." Grounding his approach in new statistical surveys of 
the populations of London and Manchester, Kay-Shuttleworth testified before the 1835 Parliamentary 
Select Committee on the Education of the Poorer aasses. His vision of the pastoral role of the 
teacher and the operation of the schoolground itself as a space of "supervised freedom" stood in 
contrast to the established religious schooling system. 
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Australian content. Schemes for promoting Australian content have existed since 
196016 and the core expression of this policy for regulating Australian content is 
still Television Program Standard 14, retained and updated by the ABA. 17 
However, in recent years a challenge has been made to traditional notions of 
Australian content and the development of a national culture as 
the unifying theme of national culture, has been supplanted by the demands 
of both Aboriginal Australians and of Australians of various migrant 
backgrounds for recognition of the significance and distinctiveness of their 
cultures and experiences as opposed to a homogenising "national culture" 
(Flew, 1995, p. 82). 
In attempting to verify this new turn in protecting Australian content, it becomes 
evident that indeed the ABA itself has adopted a broad concept of cultural diversity to 
underpin its activities in regulating broadcasting services. One of the seven 
objectives through which the ABA seeks to meet its mission statement is to 
"[p]romote the role of broadcasting services in developing and reflecting a sense of 
Australian identity, character and cultural diversity."18 Furthermore, the 
Authority has adopted and published its Social Justice Statement which directly 
links matters of access to policy development and research to on-screen 
representation by way of the industry codes of practice. 19 It can be argued therefore 
that the protectionist approach towards Australian content has been redefined to 
reflect a growing commitment to, first, a notion of "multiculturalism," then one of 
"cultural diversity." 2o 
In noting the availability to film and television makers of the discourses of 
multiculturalism and cultural diversity, it is also important to observe the 
16cunningham (1992, pp 52-66) provides an overview of the period through to the establishment of 
the ABA in the early 1990s. 
171n its Annual Report 1995-1996, the ABA announced that in 1998 the transmission quota for 
Australian content would increase from 50 to 55%; that first release Australian children's drama would 
double from 16 hours in 1996 to 32 hours in 1998; and that a new requirement for 10 hours of first 
run Australian documentary would be introduced. 
18 Annual Report 1995-1996, p. 49. The Authority's Mission Statement (found on the inside cover of 
the report) is as follows: "[t]o promote the availability and development of a range of broadcasting 
services which is responsive to the diverse needs and interests of all Australians." 
19 See Annual Report 1995-1996, Appendix 1, pp 78-79. 
20 Jakubowicz and Newell (1995) have questioned the drift from a multi-lingual service provided by 
SBS to that of multiculturalism and cultural diversity. They argue that such moves have undermined 
the potential suggested in initial ambitions that "[e]thnic broadcasting would enrich not only those 
who faced virtual extermination in an Anglocentric media word, but would also enrich and broaden the 
horizons of all Australians" (p. 131 ). Chris Lawe-Davies' (1997) also provides an extended critique of 
the shift from multiculturalism to cultural diversity at SBS. 
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prioritisation of this discourse across the arts generally in recent years. At a policy 
level, questions of representation - of representing Australian culture and the 
"diversity" of Australian experience- were brought decisively within the scope of 
Commonwealth funding and policy through the advent of Creative Nation. 21 The tone 
of Creative Nation, with diversity as its core theme, echoes the policy ethos that has 
operated as a framework for cultural production and representation for some years 
for both national broadcasters, the ABC and SBS. In this context, Alcorn's 
observations on the importance of AIDS Television Week in the UK could be· 
compared in Australia with the annual broadcasting by the ABC of the Sydney Gay and 
Lesbian Mardi Gras parade from 1994 to 1996 or with the Out series on SBS that 
provided a weekly timezone exclusively devoted to lesbian and gay programming 
with a high content of HIV and AIDS-related issues. 
These aspects of the cultural and media industries in Australia do reflect at least a 
partial manifestation of the social democratic concept of Australian society 
furthered by the national AIDS campaigns. They expressly locate a figure of the 
public which the national broadcasters and the health educators in some sense serve. 
While the national broadcasters do not have an agenda of attitude or behaviour 
change as exhibited in the national AIDS campaigns, the "paediatric" (to use John 
Hartley's term, 1987) aspect of this relationship to their audience relies in part 
on a notion of civics and citizenship. Hence, the ABC and SBS can counter opposition 
to minority programming on the grounds that they have a duty, on the part of the 
ABC, to be a comprehensive broadcaster (to represent the whole community), and, 
I 
on the part of SBS, to represent marginalised and other disenfranchised groups in a 
kind of "affirmative action" programming. Notions of "cultural diversity" have 
now been entrenched in the charters of both institutions (see below). 
These different regulations have important philosophical and practical 
ramifications. The binary nature of the Australian free-to-air television system -
with the commercial networks on one side and the public service broadcasters on the 
other - is an important feature of the Australian public sphere and has an impact on 
the representation of HIV and AIDS. The underlying principles that rely on such 
concepts as obscenity and indecency operate differently in relation to the public 
service broadcasters than they do for the commercial channels. 
' 
21 Examples of projects directly attributable to Creative Nation funding are the SBS Independent fund 
and the Commercial Television Production Fund. 
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1 . 5 Diversity and the nation: the public service broadcasters 
From its Reithian beginnings in 1932, the ABC has carried "national 
responsibilities" of various kinds. 22 At the time of the commencement of radio 
broadcasting, the establishing act for the ABC required it to provide "adequate and 
comprehensive" programming. These criteria have been interpreted more broadly 
in recent years so that the role of the ABC is now expressed in terms of providing 
"programs that contribute to a sense of National identity and inform and entertain, 
and reflect the cultural diversity of, the Australian community." 23 Furthermore, 
the Act also requires the Corporation to take account of "the multicultural character 
of the Australian community." (Section 6(2)(a)(iv)). 
These statements establishing cultural diversity as inherent in ABC operations are 
significant because they provide a framework for broadcasting that is not found in 
the commercial domain. 24 They were developed in the early 1 980s, arising out of 
the Dix Review of the Australian Broadcasting Commission (as it was then 
known). 2 5 Both the Dix Report of 1981 and the ABC Act of 1983 were premised on 
the need to update and adapt the ABC to a changing society. 
The concept of the ABC as a "public service" entity pervades the relevant Acts and 
reports that construct its role as a cultural institution within Australian society. 
Consistently, there is an association between the broadcasting community and the 
Australian community itself - the citizens of Australia. The Dix Report signalled a 
recognition of a wide range of interests and expressed the ABC's "purpose" as 
to provide a national service for all Australians, balancing as best it can the 
need to provide quality mass appeal programming with the demand for a wide 
range of special or minority interest broadcasts (p. 23). 
22For an extensive historical analysis of the ABC from its origins through to 1983, see Ken Inglis, This 
Is the ABC(1983). 
23section 6.1 (a)(ii) of the Australian Broadcasting Corporation Act 1983. 
24The only reference to cultural diversity in the Commercial Television Industry Code of Practice 
(1993) is found in the Preface, thereby excluded from the Code itself: "[t]hese specific requirements 
will take their place alongside a wider range of industry commitments ... to Australian programming, 
and in particular programming which reflects our complex and culturally diverse society and respects 
the principle of equality between women and men ... " (p. 2). 
25The Committee of Review of the ABC tabled its report, The ABC in Review: National Broadcasting in 
the 1980s, in five volumes in 1981. The material below is taken from Volume One, Summary and Main 
Recommendations. 
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Importantly, current ABC editorial policy establishes cultural diversity as a key 
aspect of the ABC's operations, both in representational terms and in constructing 
the community that makes up the ABC's audience: 
[t]he ABC Charter requires the broadcast of programs that contribute to a 
sense of national identity and reflect the cultural diversity of the Australian 
community. To this end, the ABC is committed to programming which 
properly mirrors Australia's cultural, ethnic and racial diversity. 
Representations of the widest possible range of cultural experiences, issues 
and perspectives should be intrinsic to all programs (ABC, 1995, p. 1 5). 
This shift in policy has had important ramifications (potentially, if not always in 
practice) for the construction of the public in Australian (public service) 
broadcasting. Gay Hawkins ( 1997), discusses the recent series of network 
promotions (the "mystic writing pad") and argues that 
[b]y giving mass media audiences an encounter with otherness via images of 
difference we are able to experience, albeit in a highly mediated form, 
democratic co-mingling. The ABC's co-option of difference has generated a 
promotional space where diversity circulates, where we see otherness, and 
at the same time recognise possible relations of connection, the sense of 
being a public, of being linked across difference as an audience for the ABC 
(p. 14). 
However, despite the breadth of this term "cultural diversity," Sam Searle 
( 1995a) has shown that representations of gay and lesbian desire have often been 
placed outside this category. Whereas the Code of Practice governing commercial 
channels enforces a situation whereby material dealing with sex and sexuality "in a 
responsible way" may be exempt from other restrictive classifications, the ABC 
charter does at least make an explicit provision (by way of Program Standard 9.9-
Sex and Sexuality) to facilitate the broadcasting of programs dealing with matters of 
sexuality. Searle examines the broadcast of the 1994 Sydney Gay and Lesbian Mardi 
Gras and concludes that the celebration of diversity associated with this event should 
be considered as an exception to the general approach to gay and lesbian material on 
the ABC because it draws directly on the larger platform of cultural diversity, 
rather than on the specific provisions relating to sex and sexuality. 
Searle's case study is important because it characterises the Mardi Gras broadcast 
in more "transgressive" terms than those provided by the Sex and Sexuality 
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classification. Her analysis demonstrates the limits of this practice since in the 
regular scheme of representation of gay and lesbian sexuality on the ABC, a// aspects 
of homosexuality, including the status of gay and lesbian people as members of the 
community (rather than just the spectre of gay and lesbian sex) become a matter of 
program standards. Searle notes a proviso in the guidelines on sexuality which 
reassures those likely to be offended by such material:" [n]aturally, the likely 
reaction and the needs of the audience must be given first consideration" (Searle's 
emphasis).ZG 
Searle's conclusion, that the policy "first, defines the audience as straight, and 
second, constructs that audience's potential to be offended as 'reasonable"' (p.14) 
is a logical one. However, it is important to distinguish the influence of the 
"reasonable person" test in the ABC guidelines from that embraced by the ABA and 
that of the Australian Press Council. While Searle is correct is questioning the place 
of such assumptions within a policy that appears to promote a climate of cultural 
diversity, aspects of this "patchwork" policy have had some success. Part Two of 
the current study examines in detail the facilitative nature of the ABC guidelines in 
developing innovative and sometimes challenging storylines around HIV. In relation 
to these guidelines themselves, it should be observed that, despite the act of 
conflating sexuality (and therefore broader lifestyle issues) with the subject of sex 
itself, the classification guidelines do approach the question of "offensiveness" in a 
fundamentally different way: 
[t]he treatment of sex and sexuality can ... reflect the way in which 
broadcasters attribute social roles to men and women. Some material is 
offensive and yet does not breach conventional notions of taste and decency. 
For example, some programs or items reinforce images of women as passive 
or as willing objects of sexual harassment (Paragraph 9.9.2). 
The effect of this statement is to challenge existing notions of offensive material and 
the regimes of taste and decency which underpin such regulations. Moreover, such 
expressions of cultural diversity at the policy level cb generate a different climate 
for film and television production. 
Nevertheless, while acknowledging the potential for new, innovative work, it is also 
important not to lose sight of the inherent limitations of a partial reformist 
2 6Searle ( 199 Sa, p. 14) refers to the 1991 edition of the ABC's Editorial and Program Policies (at p. 
32). The same reference appears at paragraph 9.9.4, p. 28 of the December 1995 edition of the 
document, ABC Editorial Policies. 
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approach. As Rebecca Huntley ( 1995, p. 8) observes, the ABC guidelines still place 
the lesbian and gay audience outside of the "reasonable person" test. Similarly, 
Searle (p. 16) points out that the restrictive test of the reasonable person implies 
that lesbian and gay viewers are "non-citizens:" they are not seen as part of the 
general population who, as themselves potential taxpaying contributors to the ABC, 
should stand in the same relationship to the national broadcasters as any other 
member of the community. 
Though she is speaking mostly of film and video classification, Huntley makes the 
important observation that when program standards relating to the representation 
of sex govern the representation of people's lifestyles, those exercising the role of 
censor are effectively placed in a position to decide which images of lesbians and 
gays are "safe" and which are not (p. 8). Huntley's comment applies equally to 
television: the entry in the ABC's editorial guide on avoiding stereotypes, while 
worthwhile in itself, reveals just this kind of limitation: 
repeated use of pictures of women in supermarkets to illustrate food prices, 
or drag artists to illustrate gay issues all serve to reinforce images which 
are not representative (Program Standard 9.3.1 ). 
Worthy as this objective might be, it is highly questionable whether the ABC 
editorial team is in a position to decide what is representative of "gay issues." What 
on the one hand appears as a progressive, liberal approach to programming 
standards, on the other functions as another means of surveillance of gay and lesbian 
sex and identity. To some extent, then the broadcast of the Mardi Gras parade (in its 
commendation of the parade as "safe" enough for television) will inevitably mean 
some depoliticisation of the event. 
Again this raises the dilemma mentioned in the previous chapter whereby 
"ownership" of community events is threatened by offers of equal 
(representational) rights and the recognition of diversity on the part of the liberal 
state. Rosemary Sorensen ( 1 994) points to the effects of such a choice when she 
describes the ABC broadcast of the Sydney Gay and Lesbian Mardi Gras as "family 
viewing. ABC-style." Sorensen is critical of the parade itself, describing its 
tendency towards misogynistic male performance, its commercialism and the 
absence of real transgressive moments. The broadcast only intensifies these 
problems: 
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[a]s viewer I must sit and accept the misogyny, the pretension and the 
poverty of ideas, lack of imagination, pathos of conformity - because I must 
believe that I am watching the video of Otherness, and tolerance of Otherness 
is a government initiative (p. 16). 
While there is certainly some merit in Sorensen's critique on the limitations of 
family-friendly transgression, her sweeping dismissal of all subversive potential 
is somewhat overstated. Christos Tsiolkas (1994-1995), for example, has 
challenged Sorensen's claims.27 Tsiolkas argues that the images, discourses and 
performances of Mardi Gras do not represent the entirety of queer politics, as is 
implied by Sorensen, and that in any event a distinction should be made between the 
performance of queer identity within the context of the parade itself and that which 
is "packaged" as part of the (edited) ABC television program and video. Tsiolkas 
further argues that the "sponsorship" of certain aspects of lesbian and gay identity 
by ALP governments in the 1980s and 1990s has facilitated crucial legal and social 
achievements: 
in contrast with the rest of the English-speaking world, the formation of a 
specifically Australian gay identity was assisted by the electoral dominance 
of a reformist Labor Party in power over the 1980s, and the emergence of a 
broadly defined "multicultural" national identity (at least in urban 
centres), which assisted some of the legal and social agendas of the gay and 
lesbian movements (p. 14). 
This more pragmatic approach to social and political gain is ignored in Sorensen's 
reference to Otherness as "a government initiative." 
Sam Searle considers the Mardi Gras broadcast to be the exception to what we could 
characterise as a policy of "broadcast by exemption" since the broadcast (in 
company with the parade itself) was constructed as a major cultural event even by 
its critics.zs In this instance, sexuality was "removed from 'standards' and placed 
within 'cultural diversity': obscenity becomes then an issue of explicitness and 
context rather than of (homo)sexuality per se" (Searle, p.16). It is also worth 
noting that even ABC Managing Director David Hill defended the broadcaster's 
decision to televise the Sydney Gay and Lesbian Mardi Gras parade by arguing that 
27 Sorensen's article appeared in the October-November 1994 issue of Arena Magazine and Tsiolkas' 
reply in the December 1994/ January 1995 issue. 
28For an analysis of the media reporting surrounding the telecast, see Gavin Harris' article, "Perving 
on Perversity: a nice night in front of the telly" (in the same "Queer Media" issue of Media 
International Australia (November 1995) as the two preceding articles by Searle and Huntley). 
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the program was "totally consistent with the ABC's charter, which is in the ABCAct 
-the words are "to reflect the cultural diversity of of [sic] contemporary 
Australia."Z9 
Searle's more extensive study of ABC and SBS policy (1995b) reveals that it is just 
this aspect of liberal interpretation of gay and lesbian representation within the 
larger context of "cultural diversity" - in this case away from the original charter 
limitations of providing "multilingual broadcasting services" (section 790 of the 
Broadcasting and Television Act) -that distinguishes SBS policy as the most 
accommodating space for gay and lesbian programming in Australian television. 
Adopting an approach that fits well with that outlined above (which considers health 
policy workers and television program makers in terms of their work within and 
upon existing institutional frameworks), Searle frames the SBS programmer as a 
kind of "curator" of gay and lesbian representation, perceived in similar terms to 
that of the directors of Australia's queer film festivals. Her research includes a case 
study of the programming of the SBS series Out, arguing that "Out's most radical 
challenge lies in positing queer sexuality as multicu/turaf' (p.80), thereby 
adopting the interrogative and deconstructive techniques of queer theory that 
examine aspects of race, class and gender as well as sexuality. Searle's 
identification of the function of the SBS curator can therefore be seen as part of the 
larger operations of various "cultural technicians" in the film and television 
industry, working on a range of social "projects." 
While Searle's analysis does not address the problem (mentioned above) of the 
appropriation of ethnic representational opportunities in the shift from 
multiculturalism to cultural diversity, it does show that SBS can achieve what 
neither the ABC nor the commercial channels can achieve: 
SBS programming can criticise and complicate the multicultural project, 
because of the relative freedom of individual and group critical 
programmers to interpret "multiculturalism" (p. 86). 
In conclusion, the subject of the representation of HIV I AIDS in Australian television 
drama clearly cuts across a number of regulatory discourses and is inevitably tied 
up with the representation of Australian society and Australian community values. 
And yet the inherent limitations in this grid of legislation and regulation seem to 
Z9Quoted in Taylor and Chan, Australian 4-3-94, p. 2. 
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stem largely from the intersection of the often competing notions of the community 
and the audience and the desire to protect these from indecency and other moral 
breaches. It is no revelation that mainstream television programs target 
mainstream audiences in their chase for ratings. But the extent to which the 
supposedly removed and objective "standard" of the reasonable person and the 
notion of "community standards" itself correspond with the figure of the audience is 
alarming. For this reason, the "subject" of HIV I AIDS can be seen to face an ongoing 
representational dilemma. Many television series have featured an HIV storyline 
and/or incorporated a (mostly transient) gay or lesbian character, but there are 
still strict guidelines on how these subjects can be represented. The remainder of 
this chapter attempts to locate some of the conventions for media representation that 
currently operate in Australia - at both the textual level and that of broadcasting 
practice. 
2. Textual and industry conventions: the on-screen community 
2. 1 Social problematisation outside of ABC/SBS 
The above analysis of the regulatory climate at the ABC and SBS highlights the 
facilitative nature of the ABC/SBS ethos for those program makers in shaping 
narratives of HIV and AIDS. But it also indicates that a generally enabling policy or 
regulatory framework does have its limits. Nevertheless, like those policy and project 
workers within the Commonwealth Health Department, creative personnel within the 
ABC and SBS are presented with the possibility of working with and upon, rather than 
simply against, the dominant institutional culture. Here, a kind of public service 
governmentalism meshes with the contemporary ALP-endorsed discourse of cultural 
diversity. Part Two will demonstrate in more detail how this alignment within the ABC 
marked the production of GP over a number of years. It will also explore the ways in 
which creative personnel have negotiated the. more limiting representational contexts 
presented by some commercial television networks. 
A fundamental feature common to both television texts created within the frameworks of 
both the public service broadcasters and the commercial networks is the urge to 
problematise "everyday life." Mainstream popular film, according to Tom O'Regan 
( 1996), must problematise the everyday as a means of establishing its own place 
within this system of meaning formation, and additionally, as a means of constructing an 
audience for itself. O'Regan argues that the evolving social field, which prioritises 
certain themes and topical subjects, provides the "raw materials" for filmmaking. 
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Furthermore, filmmakers are provided with incentives to problematize in certain 
directions so that "the general direction of contemporary social problematizations 
becomes part of the social tapestry of film production and consumption" (p. 262). 
Governments are able to set filmmaking agendas to some extent with the provision of 
funding along given policy lines; investors, distributors and networks respond to these 
and are also interested in shaping debate in certain ways that tap into audiences as 
"markets." A useful support for O'Regan's argument comes from the observations of 
Atkin (1992), for example, who points to the "discovery" of the African-American 
audience in the US from 1985. This discovery led to the development of several 
successful series addressing contemporary African-American lifestyles like TheCosby 
Show. The developments involved important decisions at a network level, but they also 
required a degree of insight on the part of producers and writers. Similarly, the 
attempts to engage with the difficult and challenging subject of HIV I AIDS have involved 
participation at several levels within Australian television production, and in at least 
two cases it is possible to point to a manifest engagement with and courting of a gay and 
lesbianiHIV audience sub-culture. 3o 
The inference that can be drawn from O'Regan's argument is that television production, 
along with mainstream filmmaking, will tend to follow those same dominant 
contemporary ideological lines that are noted above in the policy discourse of Creative 
Nation and the editorial guidelines of the ABC and SBS. In relation to gay and lesbian 
sexuality in Australian film, O'Regan observed that 
Adventures of Priscilla, Queen of the Desert and The Sum of Us are sensible 
against the backdrop of the Sydney Gay and Lesbian Mardi Gras as a nationally 
televised event in 1994, the acceptance of gays in the military, the treatment of 
gay couples as families in the 1994 [sic] census, and an anti-discrimination 
campaign combating homophobia (p. 262). 
What is suggested here is that the social field relevant to the production of Australian 
film and television texts of the 1980s and 1990s is quite removed from that 
documented by MacKinnon, Alcorn and writers such as Simon Watney and Michelangelo 
Signorile (1995) in relation to the UK and the US. These writers have already 
established the need to examine the relationship of AIDS media texts to the social and 
political environment in which both HIV I AIDS and mainstream media production takes 
30Evidence for this producer-audience relationship surrounding GP and Pacific Drive is provided in Part 
Two. 
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place. But they were all interested primarily in their own national experiences of AIDS. 
Indeed, when Watney ( 1992) turned to the Australian experience, he concluded that 
the Australian government's response to AIDS has been far more practical and 
pragmatic than government responses in either Britain or the US ... Australia 
probably has the best-educated and serviced gay communities on earth (p. 157). 
Clearly this aspect of the social field is relevant to O'Regan's approach to charting the 
patterns of social problematisation in popular cultural forms. It also suggests that this 
generally more "progressive" social field should have some impact on the broadcasting 
culture generally, even that outside of the "institutional support" of the ABC and SBS. 
O'Regan's own study was made only in relation to film. It has been argued throughout 
this study, however, that the examination of mainstream television representations of 
AIDS will be, in part, an analysis of how the character of the Australian social field of 
the 1980s and 1990s (described in the current and previous chapters) impacts upon 
popular cultural texts. Most importantly, not only does the television industry 
demonstrate an engagement with notions of the audience/public as citizens in a similar 
way to the national AIDS campaigns, but television drama itself exhibits certain specific 
features which foreground this process of problematisation. As we turn now to an 
examination of the conditions and conventions of industry and textual practice in 
Australian television, we will see that the most important of these is the creation and 
interrogation of the on screen community. 
2. 2 Locating the on-screen community 
In examining the implication of HIV and AIDS within various textual constructions of 
Australian social life, it should be noted that contemporary Australian television 
features a span of lifestyles situated across city, coastal and rural locations. And while, 
at a textual level, Australian television can be seen to continue a cultural tradition of 
defining the nation partly through images of landscape, these texts exhibit a marked 
ambivalence towards the construction of a "national culture."31 
In place of the nation, the figure of the community, in various manifestations, is a key 
component of all Australian television drama. While the "vaudeville" characters of 
Cookie, Esme and Bob Hatfield were scaled down or written out of the later seasons of A 
31 For an extended discussion of landscape, character and national identity, see for example, Molloy 
(1990), Turner (1986), White (1981 ), or Schaffer (1995). For a discussion of this ambivalence 
towards national culture, see the "Bicentennial" collection of essays on myths of place in Australian 
culture, Island in the Stream (Foss, 1988). 
150 
Country Practice, the elaboration of their "life-stories" in a small rural community 
over a number of years stamped the series with a mark of place and time. In this 
respect, there is a capacity to engage with an ongoing construction of that community, to 
drive the narrative of the program by channelling certain issues and subjects through 
the site of the community and figures of its inhabitants. To this end, Stratton and Ang 
( 1995, p.122) observe that television drama generally devotes itself to the "creation 
and slow consolidation of a unified, fictional community." 
The community - and the values and behaviours it promotes - is not, however, static. 
As Ang and Stratton put it, "the open-ended narrative form of soap opera promotes the 
simultaneous and permanently extended, problematization and affirmation of the 
stability of the soap community" (p. 127). Similarly, Jeremy Butler ( 1994) 
identifies as a key element in the composition of series drama an overarching narrative 
problematic which can be applied to Australian series as follows: 
will the peace and harmony of Wandin Valley /Erinsborough/Summer Bay be 
maintained/contained, or will it be disrupted? 
This narrative problematic can be seen to repeat itself in each episode with the cycle of 
harmony, disruption and resolution tending to operate as a means of containment of 
"disturbing elements." At times, of course, the "disruption" envisaged by Butler is 
more profound and the case studies in Chapter Two identify several of these disruptive 
moments. In either case, this points to the way in which the element of community 
within television drama is linked to the processes of social problematisation described 
by O'Regan, above. It is also through this general feature of television drama that AIDS 
narratives have been wound into the ongoing evocation of Australian lifeways. 
The existing "order" in these communities can be challenged by HIV and AIDS both in 
the direct sense of transmission of the virus and in its secondary, flow-on effects. In 
the first sense, characters are often wary of social or personal contact with someone 
who is HIV positive, whether in terms of work-related injuries (for example the 
needlestick injuries in E Street or HomeandAway) or as a result of sexual activity (as 
in Pacific Drive). And this often has ramifications, in the second sense, in the form of a 
"discrimination" or social justice theme. In the ACP episode "Apparitions," for 
example, the (non-professional) hospital staff were "taught" basic safety procedures 
in a bid to curtail hysterical reactions; the episode pointed to the need for compassion 
and acceptance of an HIV positive man. The most potentially significant "presence" of 
HIV in any community, however, was embodied in the characteristic soap opera plot of 
Pacific Drive: within three months of the commencement of the series, most of the cast 
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could be seen to form part of a "chain of desire" linking characters who had sex with 
either the HIV positive character or one of her partners. 
The figure of the community, then, is a crucial factor in establishing the context within 
which AIDS will be constructed. The remainder of this chapter addresses the major 
conventions of television drama that shape narrative content in furthering the 
construction (and problematisation) of the figure of the community. The case studies in 
Part Two take up specific examples of these narratives and address stylistic and other 
aspects of the representation of HIV and AIDS. 
One of the key features of television drama is its ability to "locate" the viewer at the 
commencement of both the series and the episode, "in medias res," amid a "pre-
existing" community at a given time; relationships are already formed (and are 
inevitably dissolving) and events are already unravelling. 32 There is little explanation 
needed in order to locate their time and place - no "dateline" for example, which 
anchors the time and place of science fiction programs - and the wealth of redundant 
information helps to locate viewers in relation to recent events and character 
developments. 
In all of the series under consideration, communities are located temporally in the 
present. Spatially, however, they have widely dispersed locations and these are integral 
to the nature of the community itself. These differences are carefully established in the 
texts; they are intimately related to the form of the series or serials and, most 
importantly, they are heavily implicated in the establishment of identity and 
subjectivity in the characters. Bowles (1994) has said that 
most television product is serial in that it returns to a location whose 
coordinates are familiar and consistent: a newsroom, a game show set, even a 
station identity are all markers of the familiar and the mappable. The 
multiplication of this pleasure by a potentially infinite time factor [in drama 
series] allows TV to take advantage of its most routine geographies in a way that 
cinema cannot (p. 75). 
Accordingly, television drama is engaged in the continuing process of making a certain 
construction of Australian society familiar and knowable and the subjects that it 
3 2 Jeremy Butler ( 1 994, p. 31 ) cites Raiders of the Lost Ark as an example of the use of this 
technique in a narrative film. 
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embraces, week to week, are made knowable in the terms set up by that social 
structure. 
The generation of a sense of the inside and outside therefore goes hand-in-hand with the 
construction of country towns and inner-city locations; when these intersect with the 
constructions of the inside and outside of AIDS "knowledges" described in Chapter One, 
they provide important comments on the capacity of existing discursive frameworks to 
incorporate new and sometimes oppositional voices and subjectivities: they suggest who 
is- and who should or should not be- permitted to be "here." 
This evaluation of the social framework involves three intersecting elements: the 
location of the community, the components of its social structure, and the characters 
that inhabit it. What is characteristic of all the AIDS episodes of Australian drama 
programs is the attempt to "clear a space" for the representation of AIDS both in a 
textual sense and in industry terms, in the attempts of various production personnel to 
have HIV included within a series' storyline. At the level of storylining and 
scriptwriting, this means that ways must be found of making HIV and AIDS subjects that 
are credible in narrative terms since the characters and social institutions represented 
in the programs "prefigure" the treatment of AIDS. 
2. 3 AIDS in the community: culture zones in television drama 
All of the drama programs under consideration rely on a relatively vaguely-defined 
sense of the world outside the community; indeed, in all programs except "action" 
series like Police Rescue, Water Rats and Fire, action mostly takes place within 
established sets and locations: they are more concerned with mapping both the 
geographical and epistemological territory within. But all of them feature a pre-
existing community into which AIDS "arrives." In some programs, this level of the 
community is well-defined and is dependent upan the construction of some whole 
community. For series like ACP, Flying Doctors and E Street, this enables the 
channelling of opinion and action through several key social institutions - the police, 
the law, education, medicine. Other series, like GPand Fire, focus on select aspects of 
this (such as a medical practice), and only consider the others from time to time. In 
other programs, the emphasis might be less on establishing a "regional" sense in 
which the show is grounded (as it is in Fire, for example), with the emphasis being on 
the domestic household as the site of action and conflict (as in Neighbours) . 
In tracing the topography of Australian television drama, there are several key regions 
or zones that can be identified and into which all the series can be grouped. They thereby 
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supply the conventional and dominant forms of social interaction: a small rural 
community supporting a regional hospital base, for example, will clearly dictate a 
different kind of AIDS narrative from one based on an inner-suburban medical practice 
within close proximity to a major metropolitan hospital. Thus these aspects of social 
and geographical location are instrumental in establishing a sense of cultural proximity 
in relation to AIDS- how it "gets into" these communities and how it is incorporated or 
expelled. 
It is worthwhile, therefore, to provide a scheme of Australian television drama 
programs generally that documents this topography and upon which the series under 
consideration can be placed, alongside other well-know Australian series. The scheme 
that appears below measures this distance through a series of out-reaching "bands" 
that can be located on a radius from the city centre. 33 
Inner city. This is a zone that is seldom the entire site of a TV program; it is 
one which is used in some programs for the representation of work life (rather 
than home life). Thus Phoenix, Janus and Mercury which all focus almost 
entirely on the work lives of the characters and seldom on their home lives, 
feature extended periods of action within inner city locations such as the police 
headquarters, law courts and newspaper headquarters of Melbourne. 
Inner suburban/inner coastal. E Street, GP, Sons and Daughters, Fire, 
Police Rescue and Water Rats are all located in an inner suburban band that 
separates the city from the outer suburbs. While the site of action might seldom 
be represented as the city itself, there is a sense of close proximity, of action 
and pace and of the capacity to move quickly to the neighbouring zones. 
Heartbreak High, within this category, takes advantage both of its coastal 
location and of its proximity to the city. 
Outer suburban/ outer coastal. There is one clear representative of the 
outer suburban set: Neighbours. Characters do not travel to the city and they 
rarely travel to the outer rural regions. As a result, life is largely self 
contained and does not require the obligatory representation of social 
institutions that make up the "whole communities" of the rural centres. The 
outer coastal zone is one that is not rural, but is similarly not inner city: 
33While for the purposes of this scheme this city is a fictional location, in most cases Sydney or 
Melbourne has been presented as the reference point. The nature of Australian topography has 
meant that in all cases the figure of the "big city" - both for those within the city and those far away 
- has always been a coastal location. 
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Paradise Beach and Pacific Drive are unusual in their acknowledged location on 
the Gold Coast, a "regional" coastal location that is a city, not a small 
community. 
Regional Coastal/regional rural. While they approach their subject 
matter very differently, the coastal drama Home and Away on the one hand and 
ACPand Blue Heelers on the other construct their own communities as whole 
communities, self contained, though located within close proximity to a larger 
town and then again within reach (an overnight drive) of the city. The Summer 
Bay of Home and Away has no current equivalent; its nearest equivalent would be 
the coastal town in the first series of the 1 980s teen series The Henderson Kids. 
Bush and outback. Less common than the rural and outer coastal regions, 
bush and outback locations are easier to define and their isolation promotes the 
representation of "whole" communities. Examples are LawoftheLandwhich 
locates itself as further distant than the Mt Thomas of Blue Heelers, and the town 
on Coopers Crossing in The Flying Doctors which is still more remote. 
Characters must make a considerable effort to "arrive" in bush and outback 
locations. 
In all these series, a "territory" is established from which the characters seldom 
stray. In some programs identifiable boundaries are set around a country town, 
centring the action around a few known local landmarks. Here, a sense of place is 
reinforced by the perpetual movement, both geographical and discursive, of characters 
within the topography established by the series. In all of these series towns or suburbs 
may be fictitious, but they are anchored to major cities and in all the series under 
consideration except Neighbours, these characters either reside in or travel to the 
capital city in their (identified) state. This contrasts to US daytime soap operas which 
invent major cities and spatial relations across the US: Angela Ndalianis ( 1994, p. 28) 
notes a flow to and from "imagined cities" in The Bold and the Beautiful which invites 
the viewer into reading "a series of parallels between communities of people with 
interweaving narratives that link across fictitious cities in a soap opera USA." And 
Mary Ellen Brown (1994), in the course of an ethnographic study of viewers of the US 
soap opera, Days of Our Lives, asks her respondents to speculate on the location of 
"Salem," the principal site of action. 
The narratological possibilities offered by topographical ambiguity or a lack of strict 
definition are important in establishing both an element of "causation" or "origin" of 
AIDS - an element identified in Chapter One that inheres in almost all attempts to 
"explain" or historicise AIDS. It is also useful, as a means of terminating AIDS 
narratives without incurring calamitous outcomes for core characters and 
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communities. Stephen Crofts ( 1995) refers to the pattern established in Neighbours 
whereby departing characters are sent to Queensland. Periodic reference is made to 
their continued existence and, indeed, they sometimes return. Crofts describes the space 
of Brisbane as a "virtual Brisbane" on account of the fictitious nature of Erinsborough 
itself. From this, it becomes evident that this marginal space is useful not only as a 
"holding bay" for core characters; it is also crucial to the practice of using guest 
characters to cover subjects like homosexuality and HIV I AIDS. 
2. 4 Characters in the community 
In television drama, as well as in feature filmmaking, topics attain narrative 
significance by means of their impact upon characters. However, whereas in the 
narrative film this impact generally occurs in relation to one or two main protagonists 
- the "stars" of the film, for example - in television drama the effect is more 
dispersed on account of the form's tendency towards the incorporation of multiple 
protagonists. This group of core characters can be as small as that of GP, where four or 
five characters form the axis for the narrative and the points of interaction with guest 
characters or as large as that of Pacific Drive which follows the US soap opera format, 
using intersecting plots involving a large character list of about fourteen or fifteen. 34 
And while it would appear that a permanent role for an HIV positive character in a 
series with only four or five characters would attribute greater significance to this 
role, there is a potential in the soap format for exploring the "everyday" aspects of 
living with HIV that a series which focuses intensively on the lives of its few characters 
cannot. These issues raise important formal aspects of the representation of HIV and 
AIDS in television drama which must be addressed. Perhaps the most important of these 
is the relation between techniques for incorporating gay and lesbian characters and 
ways of approaching HIV and AIDS. 
It was 1996 before any Australian drama program featured an HIV positive character in 
an ongoing role (that is, more than one or two episodes). Part of the explanation for this 
is the difficulty drama experiences in representing the everyday aspects of being gay or 
of living with HIV and AIDS. As Joy Fuqua (1995, p. 209) puts it, "[g]ay characters 
can certainly be represented, but only in terms of the sexuality-as-a-problem 
paradigm." All of the episodes under consideration in this study are indeed 
34The reduced cast is also generally used in sitcoms - for example, Mother and Son, Hey Dad! and 
After the Beep. 
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presentations of a "problem"- or at least as a subject that is problematic in the terms 
of the pre-existing narrative and character relations. Thus even in those HIV I AIDS 
episodes where sexuality is not an "issue" in the foreground, both the fact of its 
absence (given the dominant, established modes of representation) and the approach to 
the topic (as a social issue) dictate that the representational codes and conventions for 
gay and lesbian sexuality and for HIV and AIDS are essentially the same. 
The use of transitory characters to portray gay and lesbian people avoids directly 
implicating the core characters with disturbing subjects - subjects from which, as 
Fuqua comments, they might be unable to "recover." Larry Gross (1989, p. 130) 
observes that characters who bring with them "taboo" social issues are almost 
invariably constructed wholly in terms of that issue: they are "defined by their 
'problem'." This leads to the situation, according to Fuqua, where 
these characters are occasionally made a permanent part of the soap community 
if the problematic issue can be "disembodied" or, rather, "detached," from the 
character ( p. 2 0 1 ) . 
Accordingly, the difficulty of incorporating ongoing gay, lesbian and (:-IIV positive 
characters has meant that until 1996 there had only been two permanent gay 
characters in Australian drama series in the 1980s and 1990s.3s The "marginal 
spaces" created by these programs allow them not only to invite such characters into 
the series' community for one or two episodes, but to return them to this space when 
the "issue" is complete. This can be as close as a neighbouring suburb (as in the gay 
storyline in Neighbours) or as distant as the "city" (as in the gay and AIDS episodes in 
ACP). Thus it is not only how the characters interact with the community itself that 
defines the treatment of AIDS, but also the larger topographical location of the local 
community within the (still on-screen) national community. 
The effect of this representational framework is that even in the mid 1990s, after two 
consecutive national health education campaigns asserting that HIV positive people are 
"ordinary people," there are certain textual conventions, in addition to the industry 
regulations considered above, that work against a full incorporation of HIV positive 
people in television constructions of Australian social and domestic life. We will come 
back to these limitations in a more detailed analysis of individual programs in the 
3 5These were the characters of Martin in GP ( 1994-95) and Graham in Heartbreak High (1994-95). In 
April 1996 for example (shortly before the cut-off point for this study), lesbian characters had 
permanent roles in Water Rats (Helen), Pacific Drive (Zoe) and the ABC sitcom After the Beep (Joy), 
while Fire featured ongoing occasional appearances by two lesbian characters. 
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following chapters. But first, it is necessary to examine the particular form of 
television drama that has found ways of adapting generic conventions and expectations. 
2. 5 The form of the pro-social 
There are certain conventions of drama programs that work against the incorporation of 
HIV positive people as "ordinary" people in television drama. In relation to cop shows, 
for example, Rodney Buxton ( 1991) observes that it is difficult to adequately consider 
the complexity of an issue like HIV in "a genre that pits legitimized social forces against 
antagonists who would undermine the legitimacy and stability of the social order" (p. 
39). While this comment is revealing in the context of the critique of an American 
crime series which features an HIV positive man "maliciously" infecting other people, 
it does not translate directly to the Australian television context. In an Australian drama 
series, while there have been few substantial HIV roles, there is far less chance of such 
an overtly dichotomous representation of HIV arising. The social problematisation 
process described above has ensured that HIV and AIDS have been explored in ways that 
avoid a simplistic presentation of "legitimized social forces" and "antagonists." Instead 
ways are found for adapting the social structure itself so that it is possible to offset the 
very existence of the "antagonist." The "pro-social" form of address used in these 
series, well established and widely recognised in the Australian television industry,36 
can therefore can be regarded as the most important articulation of HIV I AIDS themes in 
Australian television. 
In the pro-social drama, a textual compromise is achieved between the "pedagogical," 
liberal-democratic mode of the documentary and that of television drama, whether that 
means soap opera or series drama such as Blue Heelers or Police Rescue. In this sense, 
there is a similarity in its form to that of the "hybrid" form of the documentary drama 
discussed by John Caughie ( 1981, outlined below). In the pro-social drama, there is a 
pre-existing "liberal" framework in place - a paradigm of humanity and care for 
others is established in medical dramas for example - through which social and 
personal issues can be considered. In recent years, however, this mode has been 
borrowed by other, non pro-social series in periodically addressing such issues. 
There is a two-way process involved in the use of the pro-social address and its 
operation has implications for the general adaptation and evolution of the techniques of 
television drama. As will be seen in the analysis of individual HIV episodes in Part Two, 
36 Reference is made in Part Two to the use of this term among scriptwriters associated with GP, 
ACP, and Heartbreak High. 
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it was the pro-social drama series that brought the subject of HIV I AIDS within the field 
of representation: the fact that it was constructed as an important social issue both 
validated the subject itself and further strengthened the form of the pro-social as a 
worthwhile, topical genre that lay somewhere between entertainment and education. Not 
surprisingly, elements of this successful formula have been picked up and adapted in 
the soap opera form of television drama. These attempts to engage in the territory of the 
pro-social dramas often deliver superficial presentations of subjects like lesbian and 
gay sexuality and HIV and AIDS. However, the pro-socials themselves, in focussing on 
important social questions, are often unable to represent the "everyday" aspects of the 
lives of gay, lesbian and HIV positive characters. Interestingly, the final season of GP 
saw a notable departure from the earlier pedagogical mode and a shift in focus from 
issues and guest characters to a concentration on the lives of the regular characters. 
Ultimately, this interaction of the two forms and the attempts to employ and adapt 
existing dramaturgical techniques can be seen as instrumental in developing a more 
innovative and interrogative mode of representation. 
Inevitably, the difference in narrative space between the two forms means that there 
are subjects which are of greater concern to the television industry than to the film 
industry. Whereas "health" is a matter rarely considered in Australian film, 
especially in terms of the central plot, 37 there is a clearly identifiable sub-genre of 
television drama (both in Australia and overseas) which takes the form of "medical 
soaps/ dramas" and this sub-genre has proved the most important expression of the 
Australian pro-social form. These programs, appearing over the last two decades, 
include ACP, GPand The Flying Doctors, but medical professionals have also figured 
prominently in the Australian soaps, Neighbours, HomeandAwayand E Street. 
Furthermore, the medical programs are well-known for their dedication to social 
issues generally, which may or may not have a medical inflection. This relation between 
"good health" and the wider attributes of the "good citizen" is one that is readily 
observed in television texts (see Petersen, 1994) as well as in the wider discursive 
climate from which they are drawn. Both the medical issues and the more general social 
issues have implications for the cleavages O'Regan identifies in relation to issues of 
citizenship: these programs are for the most part designed to stress the manageability 
of illness and respect for the autonomy of people with health problems, disabilities and 
other more social "afflictions." 
37The content of recent Australian films like Angel Baby and Shine (and to some extent, Bad Boy 
Bubby and Lilian's Story) would suggest that mental illness has emerged as a subject of social 
problematisation. The US film industry has, particularly since the 1970s, demonstrated an ongoing 
interest in representations of terminal illness (for example, Sunshine, Terms of Endearment, Dying 
Young, Shadowlands). 
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Not surprisingly, the genre of television drama has established its own conventions 
which influence both the range of subjects that can be addressed and the ways in which 
they are approached. It is possible then to identify a set of stock "issues" which are 
fundamental to television but often incidental to film. Included in this set are teenage 
sex and pregnancy, homosexuality and HIV I AIDS. In soap operas originating in 
Australia, the US and the UK homosexuality has emerged as a reliable dramatic device 
with its own sets of conventions or "standards" establishing ways in which lesbian and 
gay characters can be incorporated into the narrative. Joy Fuqua ( 1995, p. 199) cites 
a Soap Opera Digest article in which the writer includes "homosexual kissing" as "one 
of ten things you will never see on a daytime soap opera." 
By definition, drama will approach subjects in terms of the need to generate a 
compelling narrative, and issues like HIV I AIDS and homosexuality can clearly offer a 
strong "protagonist." But whereas a "Grim Reaper" style story, or one addressing the 
infection of the heterosexual community by the homosexual community might seem the 
most obvious encapsulation of this - and would correlate with a style of 1980s 
journalism - television drama has avoided this. This inconsistency presents an 
interesting situation: despite the fact that AIDS makes the ideal "baddie" in dramatic 
terms, these narrative possibilities were not explored in Australian television. 3 8 
It is at this point, then, that O'Regan's theory of social problematisation and the idea 
that film and television makers tend to problematise subjects along certain lines is 
most productive. And it is particularly useful when considered in the context the "pro-
social" television drama - that specific form of television drama which approaches 
narrative content through a framework of social responsibility. While there have been 
instances in which gay and lesbian characters have been presented in ways that do not 
"feature" their sexuality as the essential problematic of the narrative or the defining 
trait of their character, HIV and AIDS in television drama are always "issues" - in 
terms of the personal impact on the characters but also in terms of the construction of a 
social issue. And whereas safe sex can be discussed without direct reference to HIV, any 
story focussing on testing for HIV or possible infection through injury, or which uses 
characters who are people living with HIV or AIDS, takes the narrative outside of the 
domain of the personal and interrelational and into the social. This is not to say that the 
personal is not still present: though HIV is problematised as a social issue, it 
38This observation is made by Greg Millin, who as a scriptwriter has been required to satisfy both 
dramaturgical requirements and his own political and philosophical imperatives as a gay man working 
within a representational form that is generally heterosexual in its frame of reference (personal 
interview with the author, Woodhill, 7 March 1996). 
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nevertheless gains its significance in the narrative through its impact on permanent 
characters. 
The aspect of pro-social drama that produces this condition is its fusion of "serious" 
social issues with a "soap-opera" narrative impulse that highlights the interrelations 
of the core characters. This "soap plus issues" formula was documented in relation to A 
Country Practice by John Tulloch and Albert Moran ( 1986), with the authors 
affirming the popular term for the series, "quality soap." It is a formula that is 
evident in a range of texts, and, importantly, it is an objective which drives the series 
at a production level. 
It is also a feature which indicates that television drama is not a static form. "Soap 
opera" is usually defined in terms of the continuity of its narrative from one 
episode to the next and a recurring set of characters. In contrast, series drama, 
while retaining the same core characters, does not continue a single narrative from 
one week to the next (see Butler, 1994, p. 302). In terms of this operation of a 
continuing narrative, of the program considered in detail in Part Two, five would 
be classified as series drama ( GP, ACP, Flying Doctors, Blue Heelers, and 
Heartbreak High) and four would be classified as serial drama (Neighbours, Home 
and Away, E Street and Pacific Drive). Some of these programs, however, 
demonstrate important variations from this model, or at least offer more 
significant distinguishing features. 
First, A Country Practice (ACP), was broadcast twice weekly with stories spanning 
thetwoevenings.39 This format allows for a narrative continuity within a week's 
"block" and makes possible (at least in principle) a more in-depth analysis of any 
single topic. In the case of ACP, the form was occasionally expanded to allow an 
important storyline, such as the first AIDS episode, "Sophie," to occupy two weeks 
(that is, four episodes). More extended secondary storylines were developed 
involving both principal and marginal characters across episode blocks and the 
comic/tragic actions of the secondary characters were often extended over a 
number of months. 40 In the AIDS story "Sophie," the double-episode format was 
39The only other program under consideration and broadcast twice weekly is Pacific Drive. Another 
deviation from the standard one hour per week format - as a means of attracting a youth audience -
was the 1980s youth series, Sweet and Sour, which was stripped across four weeknights at 6.00 pm. 
The same scheduling technique was applied to Heartbreak High following its transition from Network 
Ten to the ABC in early 1997. 
40A good example of this is the interweaving secondary storylines used in the 1983 season. The 
"mistaken" proposal of Cookie to Esme intersects with the death of Bob Hatfield's wife and the arrival 
of Shirley and Frank's niece, Gaby: Cookie moves into Bob's house to avoid Esme and the two men 
consider employing Gaby as a housekeeper. 
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used not only to explore an important primary plot, but also as the catalyst for the 
marriage breakdown of two of the principal characters, Terence and Alex (see 
Tulloch, 1989). 
Second, the very "continuation" of the narrative between episodes is not nearly so 
straightforward as would first appear. Thus while programs like Blue Heelersand 
GP have clearly signalled topics each week, the first series of another Australian 
drama series Fire and the first two series of Law of the Land continued the same 
essential narrative thread from one week to the next, although new aspects each 
week contribute to relatively discrete episodic plotlines. Even Blue Hee/ersand GP 
feature episodes devoted to ongoing character exposition in place of medical or 
crime plots (the "issue of the week")- an instance of the phenomenon of soap 
opera that Robert Allen (1995, pp 7-8) describes as the prioritisation of 
"paradigmatic complexity" over "syntagmatic determinacy." Like ACP, the 
recurring problematic for GP is attaining "balance" between character stories and 
issues. Both writers and producers are concerned to avoid the "issue of the week" 
syndrome, but their attempts to rework the Australian version of the pro-social 
have not always been rewarded. 41 
In addition to Tulloch and Moran's (1986, pp. 37-38) characterisation of ACP as 
"quality soap," Christine Geraghty ( 1991) points to the recent "infiltration" of a 
range of formerly discrete drama forms by soap opera. Geraghty states that soap 
operas 
can now be defined not purely by daytime scheduling or even by a clear 
appeal to a female audience but by the presence of stories which engage an 
audience in such a way that they become the subject for public interest and 
interrogation (p. 4). 
This emphasis on "everyday life," or on the relations between characters rather 
than on strict narrative development, leads to the priority of aspects of 
paradigmatic complexity mentioned above. This characteristic is fundamental to the 
nature of these drama programs and is the reason why they may require an 
alternative methodological framework from the "texts" in film analysis. Just as 
the "story" of any film must be distinguished from the strict narrative structure 
41 Within the space of one week in April 1996, the program was berated in a leading print forum (the 
Sydney Morning Herald's "The Guide") for retaining the anachronistic "issue of the week" format, and 
by ABC viewers (in the ABC's own Backchat program) for having abandoned the old format and copied 
the American style of ER and Chicago Hope. 
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of its plot, the story of a television drama series must embrace a vast history of 
"prior developments" -both textual and, in a sense, institutional. In the case of 
GP, for example, it is important to the episodes in which the gay character, 
Martin, leaves that he has a certain history of relations vis a vis the series' 
"patriarch," William, andthat such relations have been played out by other 
characters (most notably the women characters) such as Tessa, and that the series 
has already covered a range of challenging social issues. Therefore, although the 
history of character relations is not as urgent and imperative as in the soap opera, 
these series, like soap operas, depend upon the primacy of characters and 
environment for their meanings. This is important to this study of HIV and AIDS 
because the significance of any "event" of an episode can be found in its relation to 
these characters and their relation to each other and their environment: the events 
which impact upon them have subtle effects in restructuring their relations with 
each other and reframing the picture of their community. 
In this study, then, the category of soap opera will be used, in accordance with its 
conventional characterisation, to describe programs with a particularly marked 
practice of narrative continuity between episodes (often featuring a recapitulation 
of the events of the previous episode); with a more general social "location"- that 
is, some sort of community setting rather than a specific site of action around 
which appropriate work or "social issues" revolve (as in a medical practice or a 
police station); and with a defining emphasis on issues of relationships, 
partnerships and everyday life. While the latter two characteristics may be shared 
with what will be termed "drama series," in the second category they are not the 
defining characteristics as they are with soap opera. 
The term series drama will be used to refer not to those programs which are, 
without deviation, television "series," but to the programs which consolidate 
episode-based plots within a single episode or block (or, occasionally, a double 
episode or block). There may be a single "season" of the series or it might 
continue for several years. 
What the following Part demonstrates, however, is that there are more meaningful 
distinctions to be made across the field of television drama for the representation of 
HIV I AIDS than a relatively simplistic divide between soap opera and series drama. Most 
important is the operation of the pro-social mode across the two categories and the ways 
in which it prompts its practitioners to navigate aspects of regulatory and industry (as 
well as textual) conventions. 
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One of the most significant of these aspects is the sense of social "responsibility" that 
attaches to the pro-social form. In explaining why it was 1988 (two years after the 
publication of Tulloch and Moran's study) before the team at ACPdecided on an AIDS 
storyline, James Davern, Executive Producer of ACP, speaks of responsibility in 
covering the topic well. He relates that his team investigated the possibilities of 
presenting an AIDS story as early as 1984, but that the medical research available at 
the time was confusing; as a result they decided to wait until 1988, until "we've got 
better scientific knowledge."42 
This concern for the capacity to cover .... a serious issue well is also used by Valerie Hardy 
in explaining why Neighbours does not attempt·stories like HIV and by Marcel Zammitt, 
Associate Producer of Home and Away in explaining how cautious producers must be 
when working with a G classification. 43 These last two serials contrast to both ACPand 
GP in that they are not invested with the same ethic of social responsibility; as soap 
opera they are perceived more as "entertainment." Their organisation within the 
broadcasting schedule confirms this: they are scheduled within the 6. 30 - 7. 30 
timeslot- one which is rated G wherein "[d]epictions of and references to sexual 
behaviour must be limited and discrete" {para 2.1 0.2). As observed in the previous 
chapter, under the FACTS Code of Practice there is an exemption for any sequences 
which present material prohibited in this classification but which are deemed to be 
"programs dealing in a responsible way with important moral or social issues." 44 
In contrast, the producers of both A Country Practice and GP see their programs as the 
vehicles for more than just good drama: the discussion of social issues defines the series 
at the production level. James Davern describes the object of ACP in the following 
terms: 
[b]asically, the program was devised to investigate social and moral issues, and 
that was the strength of it. But that particular pill was always sugared with a 
level of comedy and fun and romance. 
This project is adapted for the ABC by Matt Carroll, Executive Producer of GP who finds 
a replacement for Davern's element of "fun" in ACP: 
[t]here were two things apart from the fact that it was a medical show. One was 
that ... we would always be embracing social issues. And secondly, we would also 
42personal interview with the author, Sydney, 6 March 1996. 
43Personal interview with the author, Sydney, 1 0 July 1995. 
44aause 2.5, FACTS Code of Practice. 
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tackle ... multicultural themes and outlooks and depictions of multicultural 
Australia. 45 
The difference between these two articulations of the social project is interesting 
because there is a more direct link here in the case of the commercial program between 
the producers and their conception of the public. James Davern sees his show in terms 
of satisfying the audience while Matt Carroll speaks of satisfying the ABC, of giving the 
network what it "needed" at the time. As a result, the ABC program feeds into the 
broader ABC ethos of a national broadcasting public and the social responsibility to 
serve that public. This difference is significant because it points to a connection 
between the on-screen community and the broadcasting public: even at its most 
elementary level, this element of public service confirms rather than obstructs the 
notion of social responsibility promoted in the series, thereby - at least theoretically -
widening the field of representation. 
2. 6 The pro-social series and. the pro-social moment 
There are three elements that have been identified so far that influence the form of 
representation: network (for example, the public service ethos of the ABC or the youth 
culture focus of Ten, or the more conservative, family orientated framework of Seven); 
schedule (C, G, PG, M, MA); and genre (pro-social/soap). It is the generic 
differentiation, the distinction between the pro-social and soap forms, that this study 
focuses upon, and specifically the two different ways of encapsulating HIV storylines 
within drama programs. The pro-social series are most clearly represented by GP, ACP 
and Flying Doctors- all of which fall within the PG or M classification. Secondly, 
"pro-social" or "liberal" moments are found in the serial soap operas Neighbours and 
HomeandAway, both classified G.46 In addition to these programs, two other series 
dramas and two serial soap operas have run HIV storylines. Unlike the other two soaps, 
E Street and Pacific Drive avoid the G classification, attracting ratings of PG and MA 
respectively. But despite this important regulatory feature, their treatment of the 
subject is primarily determined by the soap format and its interaction with this 
convention for the representation of social issues. Similarly, in its HIV episodes, Blue 
Heelers {which attracts an M classification) can be said to observe the series drama 
conventions for representing social issues. The case of the final program on this list, 
Heartbreak High clearly reveals this relationship of the pro-social form to industry 
regulation. The HIV episode was produced when the series was being broadcast in a PG 
45Personal interview with the author, Sydney, 5 March 1996. 
46Aithough Neighbours has not run an HIV storyline, it is included in this discussion because it has 
featured several safe sex sequences and two sequences with gay characters. · 
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timeslot; when the show was moved into a G classification, the episode was pulled from 
the schedule by the network. 4 7 This was, however the only episode that was not screened 
-Executive Producer Ben Gannon claims to have used the "pro-social" exemption six 
or seven times previously. 
This two-part structure has interesting connections within the film structure 
described by O'Regan, who also identifies two forms in which this can occur in film. The 
first provides a rough equivalent for what in television drama is referred to as the 
"pro-social:" while the social, anthropological explorations of the "social problem 
film" could correspond roughly to those of the pro-social television drama, 48 O'Regan 
contrasts this form to 
mainstream filmmaking [which] requires that social problematization be made 
more impure, problematic, entertaining and riveting. To be successful a popular 
film's work of social problematization- its translation, mediation and 
hierarchialization - needs to seduce, convince, enlist, divert and entertain its 
audience (p. 285). 
This contrast between the "social problem fiction film" and popular, mainstream film 
parallels that between pro-social television drama and soap opera, indicating that the 
general nature of social problematisation process will be comparable between the two 
media. Furthermore, television is also subject to some of the industry-imposed 
stylistic restraints as film. In this respect, O'Regan's observations draw on those of 
Susan Dermody and Elizabeth Jacka (1987, 1988a, 1988b) in relation to the 
Australian films of the 1970s and 1980s, particularly in their characterisation of the 
"genre" of social realist, social "problem" films and the tension between the 
competing discourses of creativity and social critique ("Industry 1 ") and commercial 
success and industry development ("Industry 2"). 
O'Regan argues that the social problematisation project has to contend with existing 
practices, thus the sociologising project must confront the naturalist tradition - the 
available technical, economic, performative and generic repertoires available and their 
politically determined market forms and business practices. The social 
problematisation project in the domain of mainstream television is made more impure 
by, for example the requirement for "riveting" entertainment. What distinguishes 
471t is also claimed by Cameron Craig, Promotions Producer/Director at Ten, that the episode which 
prompted the first scheduling change (from 6.30 pm Sunday to 7.30 pm Wednesday) for Heartbreak 
High was the gay-bashing story of 1994 (conversation with the author, 15 March 1996). 
48 O'Regan suggests Fran and Annie's Coming Out as examples of "the social problem film" (p. 1 57). 
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television from film in this respect, though, is the fact that television drama has indeed 
found ways of making these stories work, in narrative terms, and has developed its own 
conventions. Indeed, in the early 1980s John Caughie ( 1981) remarked on the 
importance of a the naturalist tradition in literature and theatre to emerging television 
forms: even if the naturalist mode "simply adds to social discourse without changing the 
discourses which are already in play," it has nevertheless 
served within a politics of radical humanism to introduce into the social 
discourses of theatre and literature, at certain points in their histories, an 
element (the working class, women, social justice) which had previously been 
excluded (p. 338). 
Caughie does not elaborate on this point - his focus is on the emergent form of 
documentary drama with its fusion of realist fictional film and the examination of the 
social document made possible within documentary. But his observations are useful in 
two respects. Firstly, they predict the deployment of the generally liberal-democratic 
discourse of naturalist television drama in speaking of homosexuality, HIV and AIDS in 
Australia in the late 1980s and 1990s. This makes it possible to attribute the pool of 
such representations, and the form that they take, to a combination of aspects of the 
form of naturalist television drama with its liberal-democratic themes andto 
developments within the Australian social field which saw, for example, the evolution 
and rapid propagation of the discourses of discrimination and equal opportunity. 
Secondly, Caughie's observations also predict the limitations of this mode of address, of 
"the easy liberal discourse which appropriates and consumes unease and contradiction" 
(p. 329). Just as Caughie observed that the evaluation of television's 
"progressiveness" would require an examination of both form and content (p. 329), in 
Australian television drama of the last two decades the process of social 
problematisation has manifested itself in an ongoing re-evaluation and reworking of the 
form of the pro-social drama itself. Most significantly, while the traditional form of 
the pro-social has evolved to adopt more of the features ascribed to soap opera, the form 
of the soap opera has acquired elements of the pro-social. As a result, it has been 
possible for all drama programs to cover the subjects of homosexuality and AIDS in 
some respect. 
But clearly, there is no simplistic divide in television between these "pro-social" 
drama series on the one hand, and soap opera as a vehicle for "entertainment" on the 
other. The television form of the "pro-social" falls into both these categories while 
serials like Neighbours and HomeandAway fall into the "mainstream" category of 
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entertainment for the most part, but make occasional encroachments into the "pro-
social." 
2. 7 Conclusion 
When Tulloch and Moran concluded their analysis of ACP in 1986, they speculated that 
any series which attempted to copy or replace ACPwould face the same problematic of 
presenting challenging storylines which investigated current social issues within a 
format that allowed a viewer loyalty and ongoing interest in the lives of the established 
characters (p. 292). What distinguished the show was "its particular signature of 
'quality soap."' Drawing on the observations of a range of production personnel, and 
particularly on the comments of script editor, Moya Wood, Tulloch and Moran presented 
a persuasive argument for the distinctiveness of ACP in the Australian mediascape of the 
mid 1980s, drawing as it did on both traditions of "quality drama" and soap opera. 
In the decade since Tulloch and Moran surveyed this program, there has been a 
considerable volume of Australian television drama produced, aired, and in many cases, 
axed. ACP itself ran for another eight years on the Seven Network, then for a further 
year on Network Ten. Whereas Tulloch and Moran quoted James Davern asserting that, 
as at February 1 986, the show would not consider exploring the subject of AIDS; by the 
time the series ended, it had featured four story blocks dealing with AIDS. In addition, 
by the mid 1 990s, a number of AIDS episodes had appeared in the other medical series, 
The Flying Doctors and GP. All three programs can be characterised to some extent in 
terms of the "hybrid" form described by Tulloch and Moran- "quality soap." That is, 
they all combine the exploration of medical and social issues in principal plots with a 
continuing character development in minor plots. Moreover, the "pro-social" approach 
embodied by these programs that has been adopted from time to time in drama series 
like Blue Heelers and Heartbreak High and in the soap operas, E Street, Neighbours, 
HomeandAwayand Pacific Drive. 
The analysis of the television series in the following Part demonstrates how this pro-
social mode in both its manifestations works to problematise HIV I AIDS and sexuality in 
such a way as to suggest appropriate attitudes and modes of behaviour - both with 
respect to the individual, and in its metonymic account of Australian life. Part Two 
considers the degree to which the actions of workers within the television industry are 
continually mediated by traditions, conventions and innovations within that industry. 
This manipulation of the generic form can be attributed to identifiable industry practice 
- with the actions of committed individuals and teams of production personnel (Tony 
Bennett, 1993, uses the term "cultural technicians," while John Tulloch, 1990, 
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speaks of the "authored drama" of, among others, Ken Loach and Alan Bleasdale) within 
the television industry. The emergence of the Australian television pro-social drama is 
no accident, and it should not be treated as such by limiting its analysis to its strictly 
textual features. It is significant that the executive producers of both GPand ACP 
articulate their projects in these very terms of an innovative form in Australian 
television drama - Matt Carroll speaks expressly of the nature of GP as a "hybrid" 
program. And without wanting to take as given the words of these producers, the 
potential identified by them both in relation to the form of the Australian medical drama 
seems to confirm Graeme Turner's (1994) proposition that "the movement from 
purity to hybridity opens up possibilities rather than closes them down" (p. 139). 
This potential is underlined through a contrast to the observations of Rodney Buxton in 
his analysis of the making of an AIDS episode of the US detective drama, Midnight Caller. 
As noted above, Buxton begins his analysis by remarking on the difficulties inherent in 
adequately covering the complexity of an issue like HIV in "a genre that pits legitimized 
social forces against antagonists who would undermine the legitimacy and stability of 
the social order" (p. 39). His analysis of the production context surrounding this AIDS 
episode reveals a struggle between the production company and AIDS activists over the 
development of the script - the activists forced the production company into several 
rewrites that significantly altered the final text. Shaping both these agents, however, 
was the production climate of the time: the company had just emerged from an 
industrial dispute involving striking scriptwriters; they decided that any more delays 
would force them to abandon filming schedules in New Hampshire and return to their 
studios in New York. The impending loss of a continuing production industry prompted 
the local council into entering the dispute and at one point the council, AIDS activists, 
scriptwriters and producers all met in the offices of the mayor of the city. 
While it would appear that nothing so dramatic has transpired in the efforts to 
incorporate AIDS storylines within Australian drama series, there are significant 
observations to be made on how scripts are developed and revised; how they are 
transformed into an audiovisual format; and how the completed episodes are "managed" 
by television networks. Clearly, these issues indicate that a different kind of analysis-
or at least a different approach to the notion of the "text" - is required from that used 
in textual analysis. 
As a means of understanding the ways in which production elements fit with textual 
composition and the interpretive role of the audience, Tulloch suggests the concept of 
"semiotic thickness." This, he says, 
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allows us to think systematically about a TV text as the site of contestation and 
struggle within and between professional practices, rather than as a simple 
mechanism for the flow of dominant (or radical) ideology (p. 183). 
The chapters in this Part that examine various Australian drama programs attempt to 
identify these different levels of professional practice and how they influence the 
composition and deployment of these "AIDS texts." This Part documents and analyses all 
HIV and AIDS episodes in Australian television drama from the initial episode in 1986 
through the exploration of the issue in the "pro-social" drama series; its impact on the 
representational climate- if not always the storylines themselves- of the early 
evening soaps; and the more recent innovations in representational forms reflected in 
the "adult soap" Pacific Drive and the "youth drama" Heartbreak High. For this 
reason, the case studies are arranged thematically, rather than chronologically. The 
Part is framed by two cases studies that both present a social democratic inflection in 
their examination of social issues. Both GPand Heartbreak High push the boundaries of 
liberal discourse that characterise most problematising acts of the other series. They 
suggest that issues such as safe sex, HIV and homosexuality are not simply matters that 
affect individuals, matters that can be resolved by a degree of tolerance or compassion 
within a given community. Instead they point to the systemic aspects of difference and 
discrimination, for example, by connecting issues across the categories of ethnicity, 
gender and class. 
These two programs extend the epistemological limits exhibited by the other series, but 
they do this in different ways, and for this reason the two chapters stand as "bookends" 
of the series examined in order that their generic similarities and differences may be 
most evident. A Country Practice, for example, displays many "pro-social" qualities 
with GP, yet the routine problematisations of the former text are conceived largely 
within a liberal-democratic framework of equality of opportunity. Similarly, Pacific 
Drive, as serial soap, shares some key features with Neighbours, HomeandAway, and E 
Street; yet Pacific Drive can be seen to evolve from these and other programs, and 
extends the limits of its predecessors in innovative ways that enable the series to 
embrace a core lesbian character along with Australian drama's first core HIV 
character. Thus while the following chapters are each based around one or several 
series, comparisons are made among the various AIDS narratives progressively 
throughout the Part. 
Chapter Four and Chapter Five examine the "pro-social" form of television drama 
embodied in the medical series GP, A Country Practice and The Flying Doctors. These 
series all problematise medical and broader "social" issues by anchoring the subject 
170 
matter (often, the "issue of the week") to the characters and institutions of a pre-
existing and ongoing figure of community. Chapter Five also includes an analysis of an 
AIDS storyline in Blue Heelers, a police drama series that draws on "pro-social" 
themes and modes of social interrogation and employs a similar construction of the 
rural Australian community to that of A Country Practice. 
Chapter Six examines a different form of television drama, early evening soap opera, 
and reflects on the limitations of the liberal-democratic discursive framework. An AIDS 
storyline appeared in Home and Away in 1995-1996 and although there were no 
specific AIDS episodes in Neighbours, an analysis of associated storylines dealing with 
safe sex and sexuality provides both an explanation for this absence and an indication of 
the limits of this form. There is also a comparison of the AIDS narrative in E Street, an 
Australian soap opera that screened in the late 1980s and early 1990s. 
Finally, Chapters Seven and Eight examine two series that adapt existing 
conventions of representation found in both these earlier forms of the pro-social 
drama series and the soap opera. Pacific Drive uses the form of high melodrama 
with a prominent camp aesthetic to construct HIV as one issue among many in its 
evolving storyline of murder, intrigue, sex and sleaze. In this way, the serial finds 
a new way of incorporating an HIV positive character - as well as a lesbian 
character- into its representation of "everyday life." In contrast, Heartbreak High 
again works with existing conventions of representation, but in this case adapts the 
more traditional pro-social form of GP and ACPto serve a youth drama focus that 
consistently foregrounds issues of class, ethnicity, gender and, at times, sexuality. 
A comparison is made in this chapter to the short-lived youth drama, Sweat. 
PART TWO 
Television Texts and Cultural Technicians 
Chapter Four 
G P: Health and (pro-)social welfare 
1 G P: texts and production contexts 
The conventional title sequence used in the first seven seasons of GPsuggestsan 
unexceptional, inner suburban setting. It evokes a sense of the local and the 
everyday - the ordinary familiarity of the neighbourhood. 1 In fact, the 
conventionality of the opening credits belies an approach to television drama in 
which stories and issues link into a coherent understanding of the social and the 
personal and the resolution of conflict and crisis is often unattainable. This is the 
"pro-social" world of GP. 
It is this form of "pro-social" drama, and specifically its central role in the 
representation of HIV and AIDS that this chapter examines. GP is a particularly 
important series in this study for two reasons. First, as a medical drama series, the 
investigation of challenging medical conditions and their social ramifications are 
intrinsic to its form. Importantly for this study, over its eight year life as the 
"flagship" ABC drama series, GP included nine episodes featuring AIDS-related 
storylines; it also incorporated a gay GP in its cast for eighteen months during 
1994 and 1995. 
Second, from its outset, the series offered a set of industry conditions that optimised 
the possibilities for generating this kind of content: it seemed to offer opportunities 
both at production company and network level. There is a history of participation at 
the production level of several gay men (including the founding story editor, Greg 
Millin, and one of the founding directors, Greg Shears, who was also HIV positive). 
The series also engaged a range of left-thinking writers, actors and producers who 
generated a continuing interaction and exchange of ideas with lesbian, gay and 
1 In this titles sequence the classical, almost regimental sounds of the theme music overlay an aerial 
landscape shot of the streets, freeway, public buildings and municipal swimming pool, private homes 
and gardens of the territory below. "Brass plaques" featuring the major players (images of characters, 
names of actors and producers) are superimposed over this until the scene cuts to a still image of 
the surgery: a graceful yet imposing Victorian building that occupies the entire frame of the screen. 
The title of the episode appears as text at the foot of the screen as the image fades into the action 
of the first scene. 
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HIV I AIDS communities in Australia. 2 On the network side, the ABC provided 
executive producers who shared an understanding evinced by the production 
company (Roadshow, Coote and Carroll (RCC)) of the ways in which the program 
would enter social zones unexplored by other Australian drama series. The network 
also offered an industrial and policy context enjoyed by a national broadcaster with 
charter commitments, as noted in Chapter Three, to provide a national "service" 
and to "reflect the cultural diversity" of Australian society. 
This chapter will address both aspects of the textual composition and the production 
environment of the series. GPwas modified considerably at the end of the seventh 
season, and the resulting changes are themselves helpful in revealing the links 
between industry context and textual composition. These moves to contemporise the 
series occurred during a period of considerable institutional change at the ABC 
during which Executive Producer for RCC, Matt Carroll, was able to align his own 
inclinations for textual change with those propagated by the new Managing Director 
of the ABC, Brian Johns. 3 The first episode of the eighth season saw the departure of 
the series' "patriarch" and main character since its inception in 1989, William 
Sharp (played by Michael Craig). The sense of stability that was conveyed by the 
more traditional opening credits disappears with his departure as the series moves 
more "upbeat."4 There is a marked contrast between this new "brief" for the 
series and that with which the producers and the ABC embarked in 1989. The 
implications of this change, both dramaturgical and series-level, are explored 
below. 5 
2 Engagement with these communities was documented throughout the life of the series in the gay 
and lesbian press; aspects of this interaction are examined below. 
3carroll cites his own company's recognition that much of the ABC's lineup needed "kicking upside 
down" as a key reason for the series continuing production into its eighth season. (Personal interview 
with the author, Sydney, 5 March 1996. All future unreferenced citations from Carroll relate to this 
interview). 
4 Already, in 1992, the decision had been made to move from standard three-camera shots to one 
camera, but at the beginning of the eighth season, the dolly was abandoned and filming became all 
hand-held; a one minute teaser was introduced to lead into new, action-based credits with new theme 
music; a practice was adopted of removing every fifth frame field during editing to give the shot-on-
video product more of a filmic feel; and the long-standing characters of William and Julie were 
replaced as the season began with an emerging romance between the two major remaining character's. 
The montage style of the eighth season titles features moments of high action in the lives of the 
main characters, situated against a backdrop of a busy hospital, surgery, a local pub and the homes of 
the characters. In this respect, the Australian series echoes the style of the highly successful US 
series, ER. 
5The eighth season was understood by Carroll as a "probationary period" for the series. Ratings (at 
least outside of Sydney) did not improve and the series was cancelled in late 1996. 
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2 "Doing the pro-social" 
The initiation of GP was largely the result of the ABC's search for a long-running 
drama series in the late 1980s, and specifically, a change in ABC policy that would 
see the network enter into regular co-production arrangements in order to offset 
costs. 6 These co-productions would be repeated for several series in the years 
ahead, involving ABC equipment and technical staff and creative input from an 
independent team. 7 The formula worked successfully on GP: Cunningham and Jacka 
( 1996, p. 90) describe the association of the ABC and RCC as "a marriage made in 
heaven: the expertise of RCC combined with the reputation of the facilities-rich 
ABC." 
Along with his understanding that long-running drama that is not soap opera (as he 
puts it "who's up who") can only be sustained by using the medical or police 
format, Matt Carroll was interested in the medical format precisely because this 
form has the greatest scope for social content: 
there were two things apart from the fact that it was a medical show. One was 
that ... we would always be embracing social issues. And secondly, we would 
also tackle ... multicultural themes and outlooks and depictions of 
multicultural Australia. 
Equally important as the scheduling and marketplace considerations, then, is the 
fact that GP could play a "social" role that directly met the network's charter 
obligations. GP is in an ideal position to blend, on the one hand, the "educative" 
function of the national broadcaster, and on the other, a wider cultural role, opening 
up for investigation (and comment) the field of Australian social relations. This 
function is very much related to its place within the ABC line-up: the producer's 
understanding of GPs place within the ABC schedule is that 
6Eiizabeth Jacka (in The ABC of Drama, 1990, p. 30) has outlined how, in the mid-to-late 1980s, the 
ABC embarked on a scheme to boost both the output of local drama and the ratings that it attracted. 
Following the failure of The Last Resort in 1988, and on the basis of the success of the mini-series 
The True Believers for the same network in the same year, Matt Carroll was approached by the ABC 
with a view to his company, RCC, producing a long-running series in co-operation with the ABC. 
7 This was also the formula used for Embassy (1990-1992, Grundys), Police Rescue (1992-1996, 
Southern Star Xanadu) and Seven Deadly Sins (1993, Generation Films) as well as the two high 
profile, successful mini-series made in association with RCC, Brides of Christ (1991) and The Leaving of 
Liverpool (1992). The ABC continued to produce some of its own in-house dramas: Phoenix and 
Janus (1991-92; 1994-95); The Damnation of Harvey McHugh (1993); Bordertown (1995); and 
Mercury (1996). 
it does everything that the ABC wants to do and ... it provides them with a 
huge band of things that they feel is their responsibility as the national 
broadcaster to do. 
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And for the part of the broadcaster itself, Sue Smith, Commissioning Editor of drama 
for ABC TV in 1996, evinces a similar outlook: 
in terms of its place in the network, it's the one opportunity we have on a 
kind of turnaround basis so that every week the audience can see itself in 
drama form .. our policy across all departments is to try to represent the 
kind of complexity of Australian culture, but GP ... can explore any area of 
Australian culture it likes as long as that area can be validly corralled 
within a doctor's surgery in some form ... so it is, in many ways, the face of 
ABC drama ... (emphasis added). s 
Its place within the ABC schedule carried important implications for the forms of 
"ethical training" it could pursue. As GP trialed its original form in the first 
couple of years of its existence, it found that the "health education" role was 
increasingly replaced by this broader cultural or social role. Greg Millin, who was 
the story editor on the first fifty episodes, explains the medical series provided the 
perfect opportunity for such a "civic" function: "there had to be "education" in 
each episode. It couldn't be pure drama and that was part of our brief." 9 
To some extent, evaluating both the comments of various key production personnel 
and the evolution of the program itself, this function has been one that the series has 
attempted to escape ever since. Matt Carroll acknowledges the problems that this 
raises in dramaturgical terms: 
in the beginning, we were a bit "disease of the week" - so, you know, it was 
"Kidney Week" ... We've had to work hard to get this across- you can't have 
a disease of the week, it had to be about the progression of characters within 
the surgery and how they interlock ... 
Naturally less reticent than Carroll, critic Sue Turnbull ( 1 994, p. 23) has 
expressed the view that GP maintained a level of popularity precisely on account of 
8Personal interview with the author, Sue Smith and Tim Pye, Sydney, 4 March 1996. All future 
unreferenced citations from Smith and Pye relate to this interview. 
9Personal interview with the author, Woodhill, NSW 7 March 1996. All future unreferenced citations 
from Millin relate to this interview. 
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the melodramatic, character-based element of the series. Turnbull even appears to 
suggest that this degree of popularity was achieved in spite of the "social issues" 
element: 
[e]ntertainment is to be bought at the price of being educated, enlightened 
and shown the way to tolerance and understanding of Down's Syndrome, AIDS 
sufferers, multiple personalities, etc etc ... In fact, people switched on 
because they are hooked by the same narrative drive and emotional 
investment which keeps audiences watching soaps. The ABC's pill is as sugar 
coated as the rest of them - but clearly meant to be much better for you. 
While Turnbull's observation of the narrative "hook" is accurate, it is important 
to acknowledge the fact that this "sugar-coating" was not disguised. Despite the 
stylistic similarities to more recent US programs like E Rand Chicago Hope, the 
Australian series always adopted a more "holistic" approach to the function of the 
lives of its characters within the narrative. GP never simply featured medical or 
social "conditions;" it consistently focussed on aspects of the everyday lives of those 
involved. 1 0 As is the case in soap opera, when an issue affects a character and his or 
her relationship with another character, it goes to the very core of the series' 
composition and operation. 11 As GP moved away from the "lecture mode" of A 
Country Practice, it was able to develop a larger framework for exploring the lives 
of its characters and guest characters and incorporating these within an 
understanding of the social sphere. 1 z 
In this institutional and industry environment there began to emerge a coherent 
vision of society that was social democratic in its approach to challenging social 
issues. These issues could be approached by way of a pre-existing and pluralistic 
epistemological framework using the form of the pro-social. As it developed in GP, 
this form was used in two ways. In the first case, the exploration of issues can be 
intricately interwoven into the characters' own relationships. In this instance, the 
"message" needs to be extracted by the viewer. Alternatively, the series could 
1 0 This is the series form exemplified in US series of the 1980s and 1990s such as Hill Street Blues, St 
Elsewhere, NYPD Blue, ER, Chicago Hope and Murder One. 
11 The melodramatic element had itself caused problems in the UK market. Cunningham and Jacka 
(1996, p. 126) relate the comments Mike Phillips, Managing Director of the London based production 
company for lTV: "it is too melodramatic to be prime time program, but too issue-based for daytime, 
so it has been difficult to place in the British schedule." 
1 2Despite the differences, there are some obvious similarities between the two series. Though she 
overstates the case, Turnbull (1994, p. 23) describes GP as follows: "in terms of its generic traits, GP 
is more like ACP than any other show on TV and takes itself ever more seriously. GP is popular 
entertainment ABC style." Similarly, Elizabeth Jacka (1990, p. 88) describes the series as "a kind of 
'City Practice'." 
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engage in a more pedagogical mode of social "instruction." Here, the personal and 
social implications of an illness or social condition are clearly signalled - the 
audience is "informed" for example, of the difference between HIV and "full-blown 
AIDS," or is shown circumstances in which abortion is seen as an eminently 
reasonable course of action for a woman - and the difficulties she might face in 
arranging this. Though this latter type is often constructed as the definitive mode 
the "pro-social" - and is invariably shunned by producers and writers alike 13 -
both approaches, on account of their practice of engaging directly and overtly with 
the social, are a part of the "pro-social." 
In the expression of this form, the series establishes a "community" of middle-
class, responsible adults who are regularly challenged by topical, often 
controversial issues. Its own internal arrangement of characters and their ideology 
and philosophical outlooks facilitates these acts of social problematisation. The 
series positions an ageing, conservative, white male doctor as the pivotal character, 
but surrounds him with other more liberal characters. While the series offers no 
systemic solutions for a more equitable social system, it cbes refine the existing 
social structure in order to reach a point where its players, diverse as they are, can 
live together without shedding the markers of their differences, without eliding the 
particularity of their own problems. In this sense, then, the series exhibits some of 
the characteristics of what Graeme Turner ( 1994, p. 124) terms the "hybrid" 
text. These texts posit a "multicultural" society, conceived in terms other than just 
ethnicity as one in which people live with contradictions and differences - a 
"critical multiculturalism" as O'Regan terms it (1995, p. 1). 
By looking at how this agenda has been implemented - by surveying all HIV I AIDS 
episodes and several key "pro-social" episodes over its eight seasons, a case can be 
argued for GP meeting the obligations placed on it by the ABC, but in turn, adapting 
those and encapsulating them in a form that extends the social project beyond the 
expectations of the Network. At this point, it is appropriate to examine this hybrid 
scheme by looking at how a pro-social, drama series manages to deliver its message 
through the positioning of an archetypal conservative character at the centre of its 
events. 
13Key production figures cited below, Matt Carroll, Ben Gannon, James Davern, Margaret Morgan, Greg 
Millin and Vicki Madden, all emphatically reject this pedagogical mode as one appropriate to 
contemporary television drama - though all three series, GP, A Country Practice and Heartbreak High 
have employed this mode at some time. 
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3 The conservative voice: the narrative function of William Sharp 
The representation of difference in GP is achieved largely through the series' 
construction of its own, internal world of characters. GP is unique in this approach: 
the manner in which A Country Practice or Blue Heelers, for example, examines 
social issues is quite different. In A Country Practice, issues are invited into the 
territory of Wandin Valley - both topographical and discursive - by way of guest 
characters. The core characters are then able to work through these issues and 
(mostly) to resolve them before the "guests" (and the term itself is indicative of 
their status within the discursive production of the episode and the series) depart 
the Valley at the conclusion of the episode or story block. Even if there is some 
residual discursive "space" left by this exercise - as in the later phase of A 
Country Practice which successfully linked social issues into a coherent liberal-
democratic ideology and with suggestions, on occasion, of the social democratic - the 
cyclical technique of invitation, exposition and expulsion of guest characters 
inevitably results in some degree of "discharge" of the issue itself. 
In contrast, in GP core characters are much more likely to be affected by issues 
introduced by guest characters. The action in GP is arranged in such a way that the 
arena for social analysis itself contains elements of both conservatism and 
liberalism. Issues, as they arise, are not only worked through in this arena, but in 
effect become part of it. In this way, the show was able to incorporate a gay 
character as one of only five or six permanent core characters. This character, 
Martin, entered the series in its sixth season; his presence can be seen as a direct 
result of the conditions established by the series over its previous years. 
Although the program adapted as different characters came to occupy the main roles, 
over the course of the first seven seasons the central figure of conservatism in both 
professional and personal life was the character of William Sharp, retired general 
surgeon and practising GP. For much of this period, the series used the characters of 
William and Julie Winters (a nursing sister and receptionist and the only other 
markedly conservative character in a series which featured fifteen permanent 
characters14), to stand as the representatives of conventional, conservative opinion. 
Most importantly, William and Julie acted as the "sounding board" for the more 
14 William and Julie were the only members of the original cast to remain with the series until the 
end of the seventh season. The other permanent characters (all GPs unless otherwise mentioned) are 
Robert Sharp (a partner in the practice and William's nephew), Kathy Mitchel, Steve Harrison, Nicola 
Tanner (a GP who leaves to become a surgeon), Michael Winters (Julie's teenage son), Tessa Korkidis, 
Jan Browning (a psychiatrist and Tessa's husband), Martin Dempsey, Sonia Kapek, Vesna Kapek (a 
receptionist and Sonia's sister), Henry King, Maureen Riorden (a specialist) and Yasmin Richards. 
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modern, liberal attitudes of a range of other characters. 15 The technique facilitates 
the exposition of two or more aspects to any issue; internal conflict can be used to 
suggest a difference of opinion on complex medical, ethical and social matters. 
Although the delivery of William Sharp's point of view was often an invitation for 
other characters to express their own, almost inevitably more reasonable position 
on issues of gender and sexuality, his character was not a superficial one. There is a 
degree of consistency in the "William Sharp approach" to sexuality and HIV, for 
example, that allows a number of characters to work through different aspects of 
these issues. This, in turn, allows for an indication of the complexity of these issues 
that most of the "liberal moments" featured in single episodes of other soap operas 
and drama series cannot achieve. Most importantly, the presence of William is 
central to the series' ethical determination of appropriate and inappropriate 
conduct and values. When "injustice" is framed in terms which are valid within the 
conventional world-view of William Sharp, the character is permitted to be 
compassionate; when he judges people on account of their sexuality, these views are 
"corrected" by other characters. Thus, in "Mates" ( 1990), a case for the support 
of compulsory testing of all surgery patients for HIV is proposed through the 
character of William, who refers to Mark as "that homo friend" of Steve (the 
younger, more liberal GP). This proposal is withdrawn when William relents and 
agrees to perform the surgery all other doctors have refused. In the process the 
episode has offered William's own humanist philosophy as an alternative (if also a 
subordinate) philosophy to that represented by Steve. Similarly, in a gay episode 
from 1994, "Sorcerer's Apprentice," William is used to offer the view that "most 
of the debate I hear about AIDS from the gay community is designed to hijack the 
health dollar." However, William assures his colleague, 
Martin, I may not agree wholeheartedly with his politics or the way he lives 
his life but that doesn't mean I can't be interested in the man or admire his 
achievements in other areas. I'm not that barren. 
Thus although in terms of character psychology William Sharp is seen to be quite 
genuine in his beliefs, the character's place within the ongoing narrative of GP is 
largely that of "devil's advocate." 
151n "Dancing with Death" (1993), for example, when reminiscing on a more adventurous past, William 
tells a friend "people round here think I'm the cornerstone of conservatism. I'd hate to disappoint 
them;" while in "Once Bitten" (1991 ), he prefaces his comments on the unfeasibility of compensation 
for Chelmsford patients with the statement, "At the risk of sounding like the fossilised fascist you all 
think I am anyway ... "In this latter case, the covering remarks make little difference: a shot of a 
knowing glance between two of the more liberal characters, Steve and Nicola, prefaces William's 
comments and their outraged responses follow. 
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As a result of the central role of William Sharp, the other characters, in turn, 
occupy a range of positions that are continually defined in relation to that of 
William. At times, these acts of contextualisation are quite overt. In the 1994 "gay 
kiss" episode ("Out"), for example, Patrick, a guest (gay) character, says to 
Martin in relation to William, "You scratch a straight and you find a homophobe." 16 
Also in "Out," Martin asks Tessa Korkidis, resident GP, for her advice on revealing 
his sexuality to William and she responds, "William is as homophobic as the 
average middle-class heterosexual male of a certain age." 
To some extent, this continuing discourse of conservatism located in the lead 
character (who is also the senior partner in the practice) suggests some degree of 
validation of those attitudes. In this respect, the technique adopted in GP whereby 
the conservative opinion is continually restated in order that it might be critiqued 
suggests two things. First, it indicates that there are conceptual limits on this 
process of interrogating the social. Second, it implies that the framework through 
which this is approached is not informed by any fundamentally "transgressive" 
philosophy of representation - of developing alternative ways of seeing. Indeed, 
inasmuch as GPshifts the "standard frame of reference," it moves the discussion to 
the left only so far as its more progressive characters are themselves prepared to 
venture. 
Nevertheless, an evaluation of this technique of refracting alternative discourses 
through the character of William Sharp must recognise the industry constraints 
(and requirements) that the role of this character addresses. It was noted above that 
the GPaudience included a sizeable component of the over-55 demographic. Thus the 
project of allowing the audience to "see itself in drama form" (as expressed by 
Commissioning Editor of Drama, Sue Smith) must account for the spectrum of 
spectator positions that makes up this audience. Clearly, GPattends to points on this 
spectrum that other series do not, and it was rewarded with an active gay and 
lesbian reading community, foregrounded in the gay and lesbian press, that was 
vigilant in its documentation and evaluation of the series' "progress." This gay and 
lesbian reading culture was largely supportive but not entirely uncritical. 17 
16Th is echoes the statement made by Kathy to Steve in the first of the 1 990 AIDS episodes 
("Mates") when Steve is having difficulty accepting his friend's homosexuality, "Scratch the surface 
and find another William?" 
1 7 For examples of the supportive comments in the gay press, see Kerry Bashford in Campaign 234 
(September 1 995), p. 31 4 (" GP has frequently made news in the gay press with its sensitive 
coverage of gay issues"); Kevin Dickinson in the Sydney Star Observer (6-1 0-94), p. 29 ("For once, 
we get a TV show that is everything we could hope for, and more"). See also Keith Howes' (1994) 
assessment in Broadcasting It, p. 314 ("GP has chipped away at one or two areas usually left alone by 
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Simultaneous with this active engagement with a gay and lesbian audience, however, 
was the ongoing viability of GP as the flagship ABC drama series. This role was 
largely dependent on its capacity to engage with the over-55 audience. To its credit, 
then, the program offered a prominent position to a more conservative discourse 
through the character of William while repeatedly displacing the authority 
ordinarily commanded by such a position. The interrogation of the social that 
results from the clash of opinions is therefore not one that is controlled by 
William; indeed, he rarely wins these battles. Instead, the series carefully works to 
underline the reasonableness of the opposing, pluralistic and often social democratic 
attitudes of Kathy, Steve, Nicola, Tessa, Martin and Sonia. 
4 The women of GP. liberal "carers" 
One important aspect of this liberalising context is the way in which, during the 
first seven seasons, the leading female characters- Kathy, Nicola, Tessa and Sonia-
all play important roles in furthering the liberalism of the series' male characters. 
Sonia, for example, becomes Martin's closest friend; after he has left, Sonia 
answers Eva's question about a transsexual woman's sex life with consummate ease 
and professionalism: 
Eva: 
Sonia: 
And do they want to ... I mean, are they interested in boys or 
girls? 
Oh, boys presumably, unless it's a case of a lesbian being 
trapped in a man's body. 
Similarly, in the first gay HIV episode, Kathy's feminist philosophy (which often 
sees her positioned against William on controversial issues) is deployed in such as 
way as to help Steve accept his friend's sexuality. Sexism and homophobia are 
therefore posited as comparable forms of inappropriate conduct as Kathy nudges 
Steve along the political platform. Nicola,. often chastised by William for her liberal 
views, continually re-affirms this position. In one episode ("More Than Friends" 
1990), she supports a couple who are experiencing difficulty, as lesbians, gaining 
access to an invitro fertilisation program. Her actions prompt William to exclaim, 
"Oh really Nicola, I do wish just once you'd surprise me!" 
Australian drama series"). For comments that question the value of individual episodes while 
acknowledging an impressive track record, see Chris Dobney, OutRage 1 OS (February 1992), p. 27; 
Western Star Observer (March 1992), p. 15; Kevin Dickson, Sydney Star Observer 176 (7-2-92), p. 23; 
Keith Howes (1994 ), p. 315. 
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In one sense, this line by William speaks for the liberal credentials of the program 
itself. But this liberalism is not a superficial one, applied in a formulaic manner to 
any situation. Thus while Tessa also displays the liberal values of her predecessors, 
her character is a complex one and her relationship with Martin, as well as with 
William, is not always easy. It is Tessa, for example, who is used to describe 
William as homophobic, thereby creating an allegiance with Martin. Yet even more 
positive, perhaps, is the self-evident aspect of her acceptance of Martin's sexuality 
-when Martin comes out to her, she responds, "Is there a prize ... why are you 
telling me?" Accordingly, she is quite happy to allow her teenage son to be tutored 
by Martin: Tessa's views command the storyline here and there is no hint of 
impropriety as there might be in another drama series where there is no storyline 
if there is no discrimination. 
This degree of "acceptance," however, is not left unchallenged as the easy liberal 
tolerance of the sophisticated GPs is itself further problematised. "State of Grace" 
( 1994) was the widely publicised "lesbian kiss" episode screened in a season 
which featured prominent lesbian episodes of several US drama series including 
Roseanne and Picket Fences. This episode of GP is perhaps the most thoughtful and 
challenging gay and lesbian episode in Australian television drama and was acclaimed 
in the gay and lesbian press. Kevin Dickson in the Sydney Star Observer ( 6-1 0-
94, p. 29),for example, described the episode in the following terms: "[t]his is a 
landmark episode for lesbian television, and for GP. Brave, clever and warm, I hope 
that the series can keep this standard up." 
The episode features the core character, GP Tessa Korkidis. Tessa's character is 
already firmly established in the liberal framework of GP and it requires no 
explanation to present what appears to be a comfortable relationship with a 
masseuse friend, Grace Curzon. The series examines its own liberal credentials, 
however, by having Tessa question the sincerity of this characteristic comfortable 
liberal tolerance towards lesbian sexuality. Gradually, Tessa seems less comfortable 
with her friend Grace as Grace becomes involved with Daphne, the mother of one of 
her patients. When it appears to Tessa that the women's relationship could add to the 
stress suffered by her daughter, she offers advice to both Grace and Daphne. In 
response, however, she receives only a rebuke from both women, who accuse her of 
uncritically upholding the idea/ideal of the nuclear family unit without giving any 
attention to the lived experience of people around her. The episode ends with Tessa, 
thoroughly humbled by the women's reaction to her interference, banished from 
Daphne's house; the last shot of the episode features Daphne and Grace leaving the 
house together. 
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The episode therefore suggests that the significance of such a relationship, and of 
lesbian and gay experience of the world, can elude even a committed "liberal" like 
Tessa. The episode firmly rejects the subjectivity of the all-knowing, liberal 
minded heterosexual character often found in television drama - and in some of the 
gay episodes of A Country Practice, for example. And in this sense, it is more 
sophisticated than its equivalent "gay kiss" episode featuring Martin and his (one-
episode) lover, Patrick. "Out" sees Martin rejecting the more leftist politics of 
Patrick for the sake of a harmonious working relationship with William. When the 
two men are seen (by William as well as by the viewer) having sex in William and 
Martin's home, they offend William and their behaviour is checked by Patrick's 
departure at the end of the episode.1s This is, however, in keeping with Martin's 
self-confessed "softly softly" approach to social and personal change- just as 
Tessa's liberalism has its limits, so does Martin's. 
This aspect of the limited agency of certain characters reveals an important point 
about the relationship of GP to its characters: the series' philosophy is not 
represented by any single liberal character. Rather, the series moves in and out of 
the degrees of liberalism embodied by its characters, establishing, in the long term 
and across a number of characters, episodes, and issues, a fuller and more coherent, 
social democratic, approach to social justice. "Out" is challenging in its 
representation of gay sexuality, argues Alan McKee ( 1996, p. 55}, on account of 
the very ordinariness and banality of the gay kiss within the discursive framework 
established by GP. To this we could add the observation that the nominated "softly 
softly" approach emphasises this ordinariness and is an important means of 
securing a foothold for the gay character within the ongoing narrative. In "State of 
Grace," the series not only challenges the character of Tessa in terms of her 
compassion or humanity (as is the case in other series, examined below); it also 
tests the limits of the broad liberal democratic philosophy of pro-social drama. Not 
content to interrogate the "extreme" elements of prejudice and homophobia, it 
extends the boundaries of its own scheme of social analysis by problematising the 
position of liberal tolerance itself. 
18While Patrick does not reappear, a reference to a Patrick who sends his regards to Martin by way of 
Sonia is made in the 1 995 episode, "A Great Bunch of Blokes." 
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5 Early AIDS stories: Steve Harrison and first wave of AIDS 
GP was able to explore a range of social subjects via the characters of both Tessa and 
Martin, but it was the actions of earlier characters, in laying the foundations of 
GPs own "pro-social" framework, that facilitated this. One of the most important 
of these characters in the representation of HIV and AIDS was GP, Steve Harrison, 
whose own personal development mirrors the maturation of the program itself. As 
Steve learns about HIV and sexuality, the series itself explores new subjects and 
marks out both these topics and the liberal democratic approach to examining them 
as determining features of the series. 
The first AIDS story appeared early in the first season of GP and is one that well 
illustrates the producers' aims of interrelating medical and social issues into the 
drama format. The episode reworks the story of Eve Van Grafhorst, focussing on the 
confusion and discrimination experienced by young HIV positive girl (Zoe) and her 
grandmother in seeking medical treatment and in keeping Zoe at school. Steve is 
Zoe's GP, and his own "introduction" to HIV also serves as the point of entry for the 
series itself. Steve goes on to treat several people living with HIV both through his 
friendship with Mark (the character who is the subject of the two later HIV 
episodes, "Mates" and "Lovers") and through his ongoing work at community 
health centres. 
In "Toss a Coin" (1989) the series clearly marks its approach to HIV/AIDS as that 
of the "pro-social." The episode pointedly remarks on the "newness" of this disease 
while charting some key aspects of existing knowledge on transmission of the virus, 
testing procedures, symptoms of illness, and treatment issues (for example, the 
merits of AZT). While on one hand the episode is indicative of an earlier GP style 
which more resembles the pedagogical approach of A Country Practice, it also 
exhibits the element of uncertainty or instability that is a hallmark of the series. 
The title, "Toss A Coin," refers to a moment in the episode when a decision is 
necessary on whether to disclose Zoe's HIV status, but it also has a wider resonance 
in relation to the ambiguity surrounding HIV and AIDS. 19 
191t should be noted that despite the theme of "newness" and uncertainty, HIV I AIDS was well 
established in Australian society by the time of this episode in 1989. Thus while the episode was in 
the "first wave" of television drama AIDS episodes (following the Flying Doctors episode, "Return of 
the Hero" in 1986 and the double block of A Country Practice, "Sophie" in 1988), the tendency of 
television to define the social and historical in terms of prior representations of mainstream television 
(from which it would appear that AIDS manifested itself in the Australian population as late as 1986) 
should be distinguished from the actual epidemiological impact. 
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The sense of "newness" attaching to HIV was emphasised not only in this episode, 
but also in the double episode "Mates" and "Lovers" in the following year.zo In 
these episodes, the challenge is magnified by the "newness" and "strangeness" of 
dealing with both HIV and homosexuality. In "Lovers," for example, Steve makes a 
plea to Mark's mother, Irene, that neatly embodies the program's own "message" to 
its audience: "you've got to remember, there is a new disease that's terrible and 
frightening and no one understands it and they're right in the firing line." 
In the first episode, Steve discovers his friend, Mark, is gay at the same time that 
they both discover Mark is HIV positive. Mark and his partner, Alex, cope with the 
news about Mark's illness; Steve, who as a GP has a pre-existing mode of 
approaching illness, struggles (and succeeds) in accepting his best friend's 
sexuality. Watching his friend's declining health is a painful process for Steve, but 
it is precisely the sense of personal involvement and sense of loss on the part of a 
core character that enables the series to develop an ongoing interest in and 
commitment to the issues of HIV and AIDS. 
The follow-up episode, "Lovers," confirms this approach, catapulting Steve into 
the world of his gay friends as it examines issues of illness and death related to HIV 
and AIDS. Importantly, the gay/HIV positive characters do not so much move into 
Steve's world, as Steve moves into theirs. He acts as a mid-point, a bridge, between 
Mark's mother, who is unwilling to accept her son's lover, and the two gay men. In 
this scenario, the core character Steve is neither wholly part of Mark and Alex's 
world, nor that of Mark's family. But by the end of the two episodes, Steve's ongoing 
treatment of Mark from within the world of Mark and Alex sees him take his place 
(along with Kathy and her partner, Jack) with all of Mark and Alex's friends at 
Mark's wake. Hence, the series has successfully opened up the issues of both 
homosexuality and HIV for interrogation, but it has also stamped this process of 
problematisation with a social democratic inflection. 
As a result of this process, in "So Makes the Man" in the same year, there is a 
discernible shift in the type of character represented by Steve Harrison: Steve is 
now the kind of character who has gay/HIV positive friends. In this episode, a friend 
20 Though not strictly a "double episode" in the sense that "Not Fade Away" and "A Parting of 
Friends" in 1995 continued the same narrative thread from one week to the next, the 1 990 stories 
used almost all the same characters and continued the story of Mark, Alex and Steve after three 
intervening episodes. Their separation was intended to convey a time difference between the first 
(episode 46) and the second (episode 47). Despite this delay, there is a marked artificiality about 
the rate of disease progression from diagnosis to illness and death over such a short period. This 
problem is readily conceded by the writer and story editor, Greg Millin, who points to the alternative 
arguments in favour of keeping the issue and story current for viewers and in maintaining continuity 
in production teams. 
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calls in to the surgery with a petition demanding that AZT become more freely 
available. Naturally, he signs, and in the process the series creates the opportunity 
for one of its core characters to offer an observation on the as-yet-untested benefits 
of the still-new drug. Gradually, then, the experience of Steve Harrison, GP at the 
Ross Street Surgery expands to embrace Steve's work at a methadone clinic and an 
Aboriginal community health centre. The series itself is thereby able to branch out 
and explores issues associated with HIV, homosexuality and drug use in "So Makes 
the Man," "Tests of Conscience," "Dancing with Death" and "It's all in the Eyes." 
6 The community health paradigm 
The act of widening the discursive territory of the series by having Steve work with 
a local methadone clinic and an Aboriginal community health centre in inner 
suburban Sydney indicates the link between topographical and discursive location 
and the centrality of community groups within GPs social structures. In "Sloane 
Street," Steve is introduced into the world of urban Aboriginal society and politics 
and the series retains these sites of social interrogation as Steve maintains this 
association, gradually learning of different standards and values through which the 
world is viewed. As a result, three years later, in "Dancing With Death," the 
subject of HIV and Aboriginality can be broached with an appropriate degree of 
sensitivity and sophistication. And again, in a similar development, Steve is 
introduced to the world of local street kids and IV drug users early in the series. The 
rapport that his character develops provides the series with another domain for 
social inquiry.21 
A good example of the intersection of issues of race, class and gender is provided by 
the lesbian IVF episode, "More Than Friends" (1990). In the main plot, Nicola 
supports the efforts of a lesbian couple to enter the IVF program, while in the 
subplot Steve treats an ongoing IOU patient at the clinic. Nicola is concerned over 
the health risks faced by women in this situation where access to the official 
program is withheld and they seek other means of c0nception. In contrast to 
discomfort and distrust on the part of William, throughout the episode, however, the 
behaviour, expectations and indeed the "lifestyles" of the two women (middle class 
professional, long-term relationship) has been represented as eminently 
"reasonable." One of them says, "I want to have a child and I don't see why I should 
be prevented because the person I love is a woman" and the episode ends with the 
21 1n "The Right to Write" ( 1991), Steve learns of the plight of patients on a methadone program 
facing disaster by its planned incorporation within the hospital system. 
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women deciding to take their case to the Anti-Discrimination Board, with the 
support of Nicola. But the episode also concludes the minor narrative thread 
involving Steve. Despite his "rehabilitation" efforts, Steve is clearly shocked when 
his IOU patient, Gordy, is found to be HIV positive. 
Through the community-based health care practised by Steve, the series builds up a 
strong community-based alternative to the paradigm of medicine embodied by the 
lead character William. The fact that this is a city-based "community" is 
significant. It is a fair accusation against GPthat the series conceives of society 
almost solely in terms of city-based society, and indeed, when the country is 
invoked it is frequently constructed as a place from which "problems" emerge. 22 
But it is important to understand that this vision of city life is one that is 
consciously created by the GP production team for the very reason that it can convey 
a certain ideological position. From what Matt Carroll asserts about the creation of 
the program, it is evident that the series was devised and individual stories were 
told with the express understanding that only a city-based practice would be able to 
encompass a diverse range of people - the kind of "multiculturalism" which forms 
a central premise for the series. Carroll claims that 
you can do that by picking very specifically where you put that practice ... it 
[ GP] was a much more specific depiction of what was happening in the 
streets, the sort of people who were lining up in the surgery. 
These episodes and others highlight the importance of community and social groups 
which mediate everyday life and the world of social institutions such as medicine, 
the law and education. The series successfully sets up a discursive framework to 
explore these issues. These episodes which establish a community of support for 
people with HIV then, contrast sharply to those where that support is absent or 
inaccessible for some reason. All four gay HIV episodes ("Mates"' "Lovers," "Not 
Fade Away" and "A Parting of Friends") emphasise the contribution of gay 
community support and they reference a world where the patients often know more 
about their illness than their doctors. 
22 In "A Temporary Mess" (1994) for example, a woman must return to the country to face her 
biggest challenge in relation to HIV: telling her parents. In "A Great Bunch of Blokes" (1 995) it is 
revealed that Martin, his cousin and her Aboriginal boyfriend all fled the intolerant atmosphere of the 
country where they grew up. And in "A Weekend in the Country" (1990), the main characters all 
travel to rural New South Wales for Steve's wedding to Beth and become caught up in a case of 
domestic violence, suppressed by the local community. Steve's wedding is itself disrupted by this 
journey to the country. 
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Moreover, both double sets of episodes thoroughly implicate all characters within a 
world in which HIV is a fact of life - and without generalising this to a degree that 
denies the specificity of the impact on the gay and lesbian communities. Other 
episodes which don't locate the subject in these terms highlight additional problems. 
The 1993 episode, "It's All in the Eyes" does not deal expressly with HIV but it does 
deal with STDs (of which HIV is a component). A bisexual married man, Colin, 
contracts syphilis through sex with other men, unknown to his wife. When Colin 
tells Steve, "I can't help it, it's what I am" it becomes clear that Colin's behaviour 
is linked to his sense of his own identity, though in a way that he finds difficult to 
articulate and impossible to reconcile with his love for his wife and desire for a 
conventional family life. There is no pre-defined framework through which to 
conceptualise the case of a married man who loves his wife and child but who engages 
in sex with men. 
The episode, while noting the importance of liberal doctors like Steve, also observes 
the difficulty of conceiving of complex medical-social problems through the kind of 
paradigm represented by William. When Steve informs him that Colin has not told 
his wife of his behaviour, William suggests that Steve should write to the Director 
General of Health and ask for permission to break doctor-patient privilege. His 
benchmark for the gravity of the situation is the threat of HIV: "For all we know, 
this~man might be HIV positive." Later, when Steve tries to convey to William 
Colin's confusion and social disorientation- that he was desperate to talk to someone 
and that he had never before spoken to anyone about his feelings or his behaviour -
William denounces Steve's approach as "pseudo-psychological jargon" about 
"personal growth" and describes himself as "the voice of fuddy duddy 
conservatism." 
And in a similar way, the "Fred Hollows" episode in the same season ("Dancing 
with Death") points to the conflicting priorities among an urban Aboriginal 
community when one of its members is revealed to ha'le contracted HIV through sex 
with men. The issue of sexuality is overtaken by the Aboriginality of the boy who 
finds he is HIV positive. In this episode, Steve, who is now familiar with the 
treatment of HIV patients, responds to the reactionary attitudes of Mick Kernot (the 
Fred Hollows character) with a defence of the boy. But the problems here are more 
complex and Steve's liberal outlook is insufficient to bridge both issues of 
Aboriginality and sexuality/HIV. The problems with the medical establishment that 
are experienced by the Aboriginal community are different from those experienced 
by the gay and lesbian community - in effect the latter are seen to be more 
accessible to Steve than the former. In this case, there is more a sense of 
uselessness than one of alienation. 
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Thus although Steve is able to supply a degree of assistance in relation to the medical 
issue (and indeed, through his work with the group he is familiar with aspects of 
Aboriginal social and cultural support), the boy is "lost" to Steve when he plans to 
return to his (rural) community. In a another example of the series problematising 
the broad liberal democratic philosophy of the pro-social drama form, this 
"failure" occurs despite the fact that Steve's position is one that is well-informed, 
sensitive to cultural and personal differences and, most importantly, has been 
earned through his ongoing work with both the Aboriginal centre and the methadone 
clinic. 
This sense of failure is therefore more profound than envisaged in Deborah Lupton's 
(1995b) analysis of the lack of certainty characterising "postmodern" drama 
forms. Moments such as those involving Steve and Tessa, which question the ethical 
regime of the series, are indeed complemented by regular moments of doubt and 
uncertainty among all the characters, but this second element is intrinsic to 
liberalism's own requirement for questioning and re-affirming its mode of 
operation and its "reach" among the population. Lupton's observation on the 
disappearance of the "all-knowing" medical practitioner is quite accurate: this 
certainly describes the lack of effective help offered by William, for example, in a 
1992 HIV episode, "The Road Not Taken." In this episode, a surgeon (Caroline) who 
is a friend of William receives a needlestick injury in the course of her work. 
Caroline's professionalism as a medical practitioner eschews an hysterical 
reaction, and she attempts to cope with the problem in a practical, rational manner. 
Medical science cannot ultimately help her, however, and the support she receives 
from William, her friend and colleague, is insufficient to prevent her from 
questioning her own professional values and ambitions. 
In this episode, neither William nor Caroline can access the frame of reference for 
HIV developed by Steve in his work in community health. This failure, however, is 
entirely consistent with the series' advocacy of the community health paradigm that 
requires citizens - Aboriginal, gay and lesbian - as legitimate community 
members, to take an active role in their own ongoing health care. Robin Bunton 
(1997, p. 230) has argued that "[s]elf-care and self-help have long since run 
alongside medical expertise ... [r]ather than challenging medicine, they are integral 
to liberalism's own self-questioning of the right to govern, which incites active 
citizenship," and Lupton is correct, therefore, in identifying the lack of certainty 
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and fallibility of the core characters in GP. But rather than characterising this 
phenomenon in terms of the "postmodern" conditions of representation, this 
element can seen as integral to the liberal democratic framework of all the series 
under consideration. Where GP distinguishes itself, however, is in relation to its 
extension of this process of problematisation, questioning (at times) the ethical 
foundations of this system of liberal democracy. Furthermore - and most 
importantly for this analysis - the social problematisation pursued in GP suggests 
an alternative ethical framework characterised by a social democratic 
understanding of the links between and across various social issues. 
This process is therefore crucial to the evolution of the series throughout its eight 
year life. In this respect, the character of Steve Harrison can be seen as the 
precursor to Martin Dempsey. Steve's actions and his attitudes develop sufficiently 
to facilitate a smooth transition when, at the start of the sixth season, Steve's 
replacement arrives and Martin is introduced as a full-time, core character who is 
gay. 
7 Martin Dempsey and the 1995 gay/HIV episodes: changing 
frames of reference 
The 1 994 season of GP is a key season in the representation of gay and lesbian 
characters on Australian television. The introduction of a gay character makes 
possible periodic references to non-heterosexual sexuality, naturalising the 
presence of homosexuality in the lives of the characters in a manner never matched 
by guest roles. As noted above, the significance of permanent roles is indicated by 
Joy Fuqua (1995) in her analysis of daytime television. Fuqua comments that gay 
characters on daytime soap are always marginal characters because the form 
dictates that characters must be able to change quite dramatically. Thus, even a 
female sex worker can be redeemed by marrying a wealthy man, but in contrast, 
homosexuality as a social issue is so uniquely tied to the marginal character 
(and in fact constitutes the identity of that character) such that the problem 
of "gay sexuality" can never be disembodied from that same marginal 
character" (p. 201 ). 
Thus, even despite the ongoing "progressive" framework of GP, the marginality of 
homosexuality, and with it HIV, continues. As Fuqua comments in relation to the US 
soap One Life to Live: "once Billy Douglas [the gay character] is gone, there is no 
more gay sexuality nor is there any more homophobia." 
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The introduction of a permanent gay character also facilitates the "big moments" 
that television drama thrives on and which help to characterise a series' 
philosophical and political approach to its subject matter. Certainly, the two gay and 
lesbian "kiss" episodes of 1994 ("Out" and "State of Grace") are such moments. 
In these episodes, the gay and lesbian characters stake out a personal space within 
the world of William Sharp. As noted above, they do this with a differing degree of 
success: the lesbian episode, in which a seemingly heterosexual woman is 
"recruited" by a lesbian character, more thoroughly challenges the comfortable 
liberal discourse of most episodes of television drama. But the lesbian episode does 
not rely on the presence of Martin; it is the ongoing commitment of the series to the 
incorporation of difference that can be credited with its development. The character 
of Martin, however, is crucial both to "Out" and to "The Sorcerer's Apprentice," 
another gay-related storyline screened soon after. Furthermore, Martin's role in 
these two stories serves as the point of entry for the double AIDS episodes of the 
following year. 
Though the series had run many single episodes featuring gay and lesbian 
characters, the two "kiss" episodes of the 1994 series prompted comments that GP 
was engaging in both "risque" and "ground breaking" programming.z3 To some 
extent, the reviews are correct in marking this character as an element in 
Australian television that had not been seen beforez4 and certainly Martin's 
presence promoted a closer cultural proximity in relation to homosexuality. Even 
after his departure, the characters can speak with a certain degree of knowledge on 
the subjects his presence embraced. 
An HIV story was featured early in Martin's first season with GP. In "A Temporary 
Mess" ( 1994), a young woman teacher was confronted with the prejudice of her 
colleagues and students, effectively making the point that in some ways there had 
little social change since the time of the first AIDS episode of GP in 1989. In some 
ways the episode can be seen as a grounding episode, establishing a relationship of 
23The Courier Mail used the headlines "ABC sets pace with a gay kiss" (5-3-94, p. 23) and "ABC takes 
risk with a risque show" (11-1 0-94, p. 22) with the gay and lesbian kiss episodes, respectively. 
Comments included "Australian-made television is poised to break through a social barrier this month 
when the ABC drama GP screens a kiss between two male characters" in the former article and "the 
couple make love and television history, since their kiss is the first between women to make it to air 
in an Australian drama series" in the latter. No doubt some of the "success" of this high profile press· 
coverage can be attributed to the appearance of a number of gay and lesbian episodes of US and UK 
drama series and sitcoms in 1994 including Melrose Place, Roseanne and Picket Fences. 
24 This, of course, excludes the gay soap characters of the 1970s. It should also be noted that a gay 
character (Graham) was appearing in Heartbreak High concurrently with Martin's role on GP. Graham was 
a secondary, though permanent character who appeared sporadically through the 1994 and 1995 
seasons, "disappearing" in mid-1995. 
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the gay character Martin with the subject of HIV before attempting a story that 
would directly draw on his own sexuality. In any event, as Deborah Lupton ( 1996, 
pp 101-1 08) points out, the episode is largely a standard discrimination story: 
[t]here was nothing particularly surprising or confronting about the choice 
of framing employed in the episode: the pretty young woman as vulnerable to 
infection, the 'victim' both of HIV infection and HIV I AIDS discrimination, the 
young, gay doctor as engaging sympathetically with her, arguing with the 
older, conservative, male heterosexual doctor about the politics of HIV I AIDS 
(p. 1 06). 
As Lupton observes, the episode would have been considerably more confronting if 
the subject of the story was a heterosexual man who was HIV positive. 
Lupton's argument is that heterosexual men do not appear as figures of contagion in 
popular media discourses; rather that gay and bisexual men and woman threaten 
heterosexual men through their "lack of containment" (pp 106-107) (see also 
Waldby, 1996). While this is true for the most part, mention should be made of the 
"accidental" infection storylines used in The Flying Doctors (1991 ), E Street 
(1991) and Blue Heelers(1994), all of which involved heterosexual men. 
Lupton's argument is perhaps more appropriate to the AIDS episode from the final 
eighth season, "Pendulum" ( 1996). The narrative explored a psychological 
disorder as its primary subject, focussing on a young woman (Ria) who is manic 
depressive and suffering delusions, memory loss, fits of optimism and a number of 
other complaints. One of these delusions is that she has must conceive "God's child." 
The narrative complicates this condition by asking, "what if, as a result of these 
delusions, this woman contracted HIV?" Clearly these are complex medical and 
social questions involved here, and there is a sense in which the episode loses its 
grip on these narrative developments. In place of a serious exploration of the ethical 
questions for the GP (Henry) and the personal issues for the woman involved, the 
episode tends to construct and conflate the dual subjects of AIDS and madness with 
Ria labelled "a threat to herself and to society." This is precisely the "lack of 
containment" Lupton describes in relation to women and gay men in relation to 
media representation of HIV. 
In contrast to these two episodes, the AIDS episodes of 1995 were approached by the 
production team as "big moment" episodes. This was for two reasons: first, they 
effected Martin's departure from the series; and second, they were seen to embrace 
a particularly controversial subject matter. But the producers' conception of this 
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element of controversy was based not on the discussion of HIV, but on their 
exploration of the issue of euthanasia. These were no ordinary "discrimination" 
AIDS narratives, but such was the naturalisation of the subjects of homosexuality, 
HIV and AIDS within the discursive framework of GP that the pre-conditions were 
already in place for contextualising the subject of AIDS and euthanasia within the 
fundamentally "gay" point of view of Martin and his friends. 
The two episodes compliment each other well. In the first ("Not Fade Away") the 
action centres for the first two thirds on the life and death of Jeremy, and his 
relationship with his partner, Alex, his sister, Ruth, and his friend and GP, Martin. 
Martin is seen both treating Jeremy and socialising with him. It is Martin who 
administers the drugs that take Jeremy's life, at his request, to offset the impending 
pain of a lymphoma in the brain. The world that is constructed is a middle-class, 
supremely "tasteful" world of designer goods, decorator interiors, art and classical 
music and, of course, a well-defined politics of liberalism. But it is also a world 
which is inescapably gay. 
Martin has been treating Jeremy for two to three years and he is well-known and 
valued in the AIDS ward at the hospital at which Jeremy is admitted. In the same way 
that recent US medical drama series have featured a considerable complement of 
medical jargon, GP proceeds on the basis that a body of knowledge in relation to 
HIV I AIDS is already pre-existing, or at least that such is the case for a certain 
social constituency that is the focus of this episode. This terminology is presented as 
if it is readily-known, not needing explanation: for example, when Sonia asks after 
Jeremy's health, Martin replies, 
well, I'm already treating him for a bowel complication, CMV on MAC, then I 
did a CT scan a couple of weeks ago and it turns out he has a lesion in the 
brain, so I've got to work out whether it's toxoplasmosis or a lymphoma. 
Over the course of the episode, the meaning and implications of these conditions 
become apparent, partly through the patient's own understanding of his illness and 
its treatment. There are no platitudes offered in this doctor-patient relationship and 
little faith in the notion of a "cure" for HIV. Here, consistent with Lupton's 
(1995b) observations on the contemporary representation of the role of the 
medical practitioner, the doctor is not presented as the ultimate source of wisdom; 
instead the patient is well-informed on medical aspects of his illness, treatment 
issues and his legal "rights." When Martin suggests a treatment of which Jeremy is 
aware but not adequately informed, he objects, "I haven't done my homework on 
194 
CMV." Martin replies, "Well, bad luck, you'll have to cram." There is a mutual 
respect for their positions of doctor and patient that is made possible through the 
core character's own personal implication within the world of the patient and the 
ongoing treatment of the disease offered by the "serial" aspects of the production. 25 
The orientation to the world of the gay characters occurs on three fronts: the 
hospital, the home of Jeremy and Mark, and the surgery. Martin is very much in 
control in the scenes at the hospital- not only in his treatment of Jeremy, but in 
the respect he is given both by nursing staff and other patients. And importantly, as 
a gay man, his character can be absorbed within the personalised domestic scenes of 
the two men's homelife. Such scenes validate the core character's position within 
the immediate internal drama, but they also give him a status within the personal 
relations of the Ross Street Surgery and within the ongoing and unfolding drama of 
GP, the series. William, pivotal character in this series, could never have been used 
in these scenes, and even Steve's presence would have lacked the undeniable 
proximity achieved through the use of Martin. An indication of the personal impact 
on Martin, for example, is achieved by having him nominate those of his gay friends 
who are still alive and those who have died. 
Furthermore, these emblematic markers of "gayness" are not simply superficial 
or token elements in an otherwise heterosexually-conceived social field: the 
layering of gay signifiers is complex and comprehensive and they are extracted and 
engaged by Martin's movement through and about them. Thus Martin joins in as 
jokes about gay lifestyles merge with those about HIV: "hot and cold running 
Puccini" in the hospital ward; the experience of the colonoscopy ("Fabulous! You 
should have one. I'm sure you'd enjoy it"); and the looming legal battles around 
euthanasia ("We're not scared of the law. We had our honeymoon in Tasmania"). 
Most important is the alignment of Martin, the gay core character, with the other 
gay men and in opposition to William. Accepting Fuqua's point (1995, p. 201) that 
these issues have far more impact when they affect a core character, the success of 
these episodes can be attributed largely to the fact that the narrative device used to 
effect Martin's departure from the series is the irreconcilable conflict that 
develops between Martin and William after Martin aids in Jeremy's death. A 
contrast is established between the congenial tolerance and closeness of the first 
episode- including the moment of Jeremy's death- and the frenetic, accusatory 
25The episode offers a contrast to the attitude of Steve and his HIV patient Gordy in earlier 
episodes. In "More Than Friends," for example, Gordy responds to a suggestion for treatment by 
Steve with, "Go for your life- you're the doctor." 
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pace and tone of the second episode. Martin is not only a welcome visitor to Mark and 
Jeremy's home, he is present at the farewell supper to which Jeremy invites only, 
"my friends, my little family." When Martin finds that he must confront both 
William and the legal implications of assisting in euthanasia, a sense of conflict and 
foreboding is introduced into the narrative. It is William who introduces the figure 
of the law with his statement, "in the end, Martin, my opinion is not the issue here. 
You may well be facing a murder charge." 
From this scene, the episode cuts to an image of Martin at a candlelight vigil, away 
from the threatening elements of the law and moral outrage, placing him among 
those who have been most affected by the epidemic: it is a powerful conclusion, 
successfully framing the whole episode in terms of the gay community in which 
Martin himself lives, and it admirably maintains the gay point of view. 26 It is also 
one which provides a stark contrast to the scene of confrontation which opens the 
next episode. 
"A Parting of Friends" focuses on Martin's battle with the institutions of medicine 
and the law and the personal ramifications for both his professional and personal 
life. It opens with Martin at the police station being interrogated by two detectives; 
this scene sets the tone of accusation and attack on him that defines the whole episode 
and which leads to his departure at the end. The narrative works to distance Martin 
from all other core characters, then gradually works back towards a more balanced 
- though still irreconcilable - conclusion. In an unusual move for the GP of this 
time, the episode is extremely fast-paced, reinforcing the sense of urgency and 
action. Martin's room is ransacked by police. Julie, who is at first defensive of 
Martin's rights, shifts her allegiance when she discovers the crime of which he is 
accused. Martin is also confronted by William who decides he cannot work with 
Martin if Martin can't reassure him that he will never engage in this conduct again. 
Martin cannot; he maintains his principled stand and leaves both the surgery and the 
series. In this scenario, then, the series presents its core character as pitted 
against the conservatism of William and the added forces of the law and the medical 
establishment. 
Essential to both episodes is the foregrounding of the humane and reasonable actions 
of the gay character against a backdrop of a demonstrably oppressive and unjust 
legal system. In "Not Fade Away," as the issue crystallises in its expression as one 
26This is mirrored by the conclusion of the next episode which features a lesbian and gay choir 
singing at Jeremy's funeral. 
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of euthanasia, William is increasingly aligned with the figure of "the law" - both 
the police and legal principle. And eventually, it is William's refusal to recognise a 
code of conduct outside of that prescribed by law and his legally-encoded ethical 
responsibilities, along with Martin's refusal to abide by these, that leads to the 
latter's expulsion from the practice. Significantly, the only member of staff with 
whom he retains his association is Sonia: as Sonia is recruited to Martin's way of 
interpreting the law, the support for the pro-euthanasia position mounts up. Thus 
after much arguing between them, the issue is refined (or perhaps reduced) to one 
of the "reasonableness" of Martin's actions and the unreasonableness of the law: 
Sonia: 
Martin: 
Sonia: 
Martin: 
Sonia: 
Martin: 
Sonia: 
Martin: 
Sonia: 
Martin: 
Sonia: 
Martin: 
Sonia: 
Martin: 
I didn't mean to upset you. 
Then you don't know me as well as I thought you did. 
I know how important this is to you. 
Then don't sit on the fence. At least William's up front about 
the way he feels. Do you think I'm a murderer? 
No. I mean, I don't know if I could do what you've done but then 
I've never been in that position. 
Do you think the law should be changed? 
It worries me, giving that sort of power to doctors. 
What about patients of sound mind who choose to die? 
If they had a better quality of life they mightn't want to. 
Some of them, and they're the ones I'd refuse. What about the 
others? 
Well, they should have a choice to go to a doctor, other than 
me, who could help them. 
So you support changing the law? 
Yes. 
Well, thanks for telling me! 
In this way, the episode carefully navigates the difficult territory of euthanasia, 
winning partial support for the concept itself, on limited terms, and judging 
Martin's own actions in this individual case to be reasonable. It is a cautious, yet 
pragmatic solution and to characterise it as a safe, middle ground position is to 
undervalue its achievement on what is indeed a highly controversial subject. 
Specifically, the discourse of patients' rights and the place occupied by the figure of 
the law in respect to these rights are indicative of a consistent practice in relation 
to GP whereby the law and its representative figures of authority are consistently 
undermined by the forces of liberalism operating around them. 
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This discourse of patients rights that runs through "Not Fade Away" and "A Parting 
of Friends" has a long history of parallels in GP. Nicola is committed to challenging 
the accessibility provisions of the IVF program, mentioned above, and Steve's 
actions in "The Right to Write" in relation to the methadone clinic cause the 
counsellor with whom he is working to offer the opinion, "the bureaucrats say it's 
more cost effective, right, but they've ignored the cost to the client." In "So Makes 
the Man," when Steve signs the petition for his gay friend Brendan who wants to 
make AZT more accessible, he hides it from William, telling Brendan to say he's 
from the Red Cross. Through Steve, the position represented by William is 
effectively undermined. In a later episode ("Dancing With Death," 1993), Steve is 
able to further the interests of the Aboriginal health clinic with William's tacit 
approval. 27 
The issues raised by the 1995 AIDS episodes are perhaps the most challenging of 
those examined so far; there is no possibility that they can be ultimately resolved in 
terms that allow "personal differences" to be subordinated to professional practice. 
Jeremy, Alex and Martin have gone to considerable lengths before Jeremy's death to 
tie up legal loopholes, and the spectre of the law is invoked on several occasions, 
with these characters being given a platform to express their views. At one point 
Jeremy exclaims 
where's the line that says, 'Yes, now this particular poof is ready for the 
knacker's yard?' It's completely arbitrary isn't it? It's drawn wherever 
and whenever you choose and I choose here and now. 
This is precisely the argument adopted by Martin, after the event, thus further 
validating the voice of the person living with AIDS. When Julie questions Martin on 
how he would decide where and when euthanasia is appropriate, on where he "draws 
the line," he replies, "I ask the patient." And to Sonia he offers the opinion, 
"patients should be in charge of their illness, not doctors." 
This is a concise statement of the nature of the social project of GP and it 
demonstrates how GP is tied into fundamentally the same processes for the care of 
the self as other pro-social series and the most recent articulations of health 
promotion, such as those contained in the HIV Doesn't Discriminate campaign. One of 
the core ethical technologies evinced by GP is that individual have a responsibility 
271ndeed, there are references made to a past in which William performed just this kind of activity 
himself, and he aids his friend Mick Kernot in just such an enterprise in this episode. 
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for their own health and well-being. In asserting that doctors should not dictate to 
their patients, Martin reiterates the view that patients should be in charge of their 
illness. Like the community based safe sex campaigns and the HOD national media 
campaign, however, GP interrelates this message with a call for a broader, 
equitable view of citizenship and, specifically, a recognition of the rights of people 
living with HIV and AIDS. 
These episodes are successful partly because they explore the contradictions and 
complexities involved in the subject - and because they don't follow a simplistic and 
formulaic liberal-humanist line. Thus it is the combination of a social democratic 
agenda, along with a successful adaptation of the dramaturgical aspects of the form of 
series television that also make other GP episodes on "controversial" subjects like 
paedophilia ("The Ceremony of Innocence," 1996) male rape ("Exposed," 1993) 
and incest ("Natural Selection," 1995) so successful.28 
8 Complicating factors: the problem of class 
In television drama generally, the overwriting of gay sexuality in terms of middle-
class lifestyles is both widespread and exclusionary, and GP is no exception. 
Predictably, the problem here lies in the fact that the medical practice, which 
forms the basis of all social interaction in the series, is itself resolutely middle-
class. 
Not surprisingly, part of the power of the unflinching representation of the 
lifestyles of the gay men in "Not Fade Away" and "A Parting of Friends" is the 
degree with which it articulates with Martin's own lifestyle; there is at work a 
largely overdetermined sense of "style" in both these episodes and in "The 
Sorcerer's Apprentice." Everything about the mise-en-scene of the interior shots 
of Jeremy and Alex's home suggests affluence and "taste"- an elitism signified by 
the designer colours, the furniture, original artworks, fine wine and classical 
music. The sumptuous outdoor shots are remarkabte in a series which, when it uses 
exterior locations, employs the brief, hand-held technique that presents "grabs" at 
outdoor locales - more often anchoring or transitional devices rather than fully 
developed scenes in themselves. In these episodes, however, the two men are seen 
281n the last of these episodes, the series seriously disrupts conventional televisual modes of 
address around the subject of incest as it blends its exploration of the social and medical 
consequences of an inter-family relationship in which the brother and sister are living as partners. In a 
startling conclusion, the episode ends with a young woman rejecting the offer from her mother to 
leave her brother and return to the country with her; instead she returns to the brother, as his 
partner. 
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having breakfast at dawn by the ocean with a spectacular cliff-face and seascape 
backdrop. Their work life is at least semi-"artistic" - Jeremy writes jingles for 
an advertising company and Alex is a terrazzo artist. When he learns Jeremy will 
need to be driven to the hospital, Alex offers to abandon his clients - "they have no 
taste." In part this is a question of audience composition. There is a prioritisation of 
aspects of sex, ethnicity, and sexuality over that of social class throughout the 
series, thus when ABC Commissioning Editor Sue Smith speaks of the desirability of 
reflecting the audience ("every week the audience can see itself in drama form"), it 
should be remembered that the interrogation of what is perceived by the broadcaster 
as a unifying aspect of audience composition is the least explored. Although there 
were guest characters, in the eight years of the series there were no working class 
core characters. 
This world of the middle class, tasteful gay life of Jeremy and Alex is also the world 
of Martin who shares a stylish, well-appointed old home with Sonia, his fellow GP. 
Martin's lifestyle inevitably implicates itself to some extent within the lifestyle of 
William and the others at the practice. Were it not for Martin's sexuality, there 
would be much to connect the two men, with the main difference being generational. 
Much of the antagonism between Martin and Arthur in "A Great Bunch of Blokes" is 
class-based - and is nicely underlined by their allegiances to rugby union and rugby 
league. Martin, Arthur and Susi (Martin's cousin and Arthur's wife) are all from 
the country; whereas Martin's side of the family are wealthy landowners, his cousin 
Susi and her Aboriginal husband Arthur grew up in financial hardship. At one point 
Sonia makes the telling observation to William, "you grew up in the squattocracy, 
didn't you? Maybe you don't see things the way Susi and Arthur do." This mirrors 
the kind of statements delivered to William by the other characters, including 
Steve, above. 
Whereas the character of Steve was useful to the series in his capacity for mixing 
with a diverse range of people, including gay "mates" at a predominantly working 
class/lower middle class pub (in "So Makes the Man"), Martin is not only 
inherently middle class, but rarely seen to mix outside his own social circle. In 
some senses, he is the "golden boy," offering fulfilment of the expectations placed 
on the temporary character, Simon, in "Tests of Conscience" (1991 ). A 
disappointing episode, "Tests of Conscience" used a gay character- the young gay 
GP, Simon - as a replacement for Nicola. William was very supportive until he 
learnt of Simon's "uncontrollable" desires for sex. At this point, the surprisingly 
liberal William reversed his decision to adopt Simon full-time as the new 
practitioner, explaining to Robert, 
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I have tried very hard to be open-minded about homosexuals but I will never 
understand them ... When Simon sits there and tells me that he is completely 
controlled by his penis, that he is addicted to the jollies that he gets in sex-
pulsing night clubs probably crawling with AIDS, then I for one have no 
desire to work with him. 
Of course, this is not what Simon represented, but before William can be 
"corrected," Simon is bashed to death after leaving a gay pub. The episode 
reproaches William in relation to his earlier callousness, but it never absolves 
Simon of the moral charges made against him. Not surprisingly, the episode was 
heavily criticised in the gay and lesbian press which had consistently charted the 
"progress" of GP and other series in the representation of HIV and AIDS.29 In the 
case of GP, the active engagement with the gay and lesbian and HIV audience was 
reflected in ongoing interviews in the gay and lesbian press, and in the organisation 
of a Mardi Gras "tie-in" episode in February-March. The community "responded" 
in the form of reviews and feature articles in the gay press when "Tests of 
Conscience" was offered as the 1992 tie-in.3o 
Importantly, what the series cbes achieve in Martin's final episodes is a definitive 
break in the association of William and Martin, and therefore, a disassociation of 
their respective political and ideological positions. As in the earlier episode 
featuring the character Simon, the gay man fails to live up to the standards expected 
by the patriarchal figure, William. However, this later episode refutes this 
implication of failure by questioning the veracity of these standards. Thus Martin 
ultimately benefits from the experience: the gay character is saved from the 
elements which could guide him in a direction that closely follows that of William. 
Importantly, the series revokes the liberal-democratic framework for change 
outlined in "Out." At this point he was still, for the most part, in William's favour 
-he tells Patrick that "experience tells me the softly softly approach works 
better." Martin places himself in a position whereby he promises to keep William 
informed of any developments in his HIV status. The gay character therefore 
participates in a regime for the maintenance of his own health and the surveillance 
of this by the patriarchal (heterosexual) figure. Patrick labels Martin "gutless" 
for complying with a system that refuses to accept any organ donations from gay 
29see, for example, Chris Dobney in OutRage (February 1992), p. 26; the Sydney Star Observer (7-2-
92), p. 7; the Western Star Observer (March 1992), p. 15. See also Keith Howes' criticism in 
Broadcasting It, p. 31 5. 
30 See Kevin Dickson and Steve Gidlow, "GP; this year's gay tie-in ep" in Sydney Star Observer 176 
(7-2-92), p. 26. . 
men (even where the donation is from Patrick to his sister and is urgently 
required): 
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Martin: 
Patrick: 
If ideology gets hurt by the facts it must be pretty piss weak. 
Not as piss weak as labelling us as rejects. You might think 
that but I don't. 
By the time of his departure, however, the politics of the core gay characters have 
moved much closer to the one which was espoused by Patrick in this earlier episode. 
There is no return for Martin to the safe world of William and Ross Street after the 
events surrounding Jeremy and Alex. In the end, Martin leaves to pursue his 
interests in practising community medicine in Tasmania: an irony that is not lost on 
himself, nor on Sonia. 
Like the other episodes mentioned above, this double episode insists on the existence 
and interaction of social groupings, stressing the contradictions and conflicts in 
their co-existence and rejecting the solution offered by assimilation. This process 
of problematising aspects of the social sphere points to the "pro-social" aims of the 
producers, the expression of which is made possible through the civic 
responsibilities of the broadcaster. And in GP, more than in any other Australian 
drama program, it is possible to trace this sense of social responsibility through 
different layers of the production of the text. 
' 
9 The "Martins" of the industry: cultural technicians of GP 
On a textual level, the extension of the (medical) role of health provision and the 
continuing development of the characters of Steve and Martin and their operation in 
a social sphere outside that defined by traditional medicine parallels the series' 
commitment to widening the scope of its subject matter from strictly medical issues 
to broader, social issues. But the significance of this effort to construct the sphere 
of the social does not end at the textual level. The textual embodiment of these themes 
is inextricably related to its form and that form is a product of specific industry 
conditions. The "final product" 31 then, is a result of two elements: the text itself 
and the team that makes it happen by working in certain ways with a given form 
within a pre-existing set of industry conditions. It is this second element that needs 
developing. 
31 Excluding, of course, the stage of decoding/re-deployment by the viewer, which is outside the 
scope of this study. 
..... 
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At the centre of this team, or perhaps at the midpoint between writers and network, 
is the production company. The company develops a concept, sells it to the network, 
and if successful, thereafter packages and supplies to the network the ongoing 
creative products of its team. For this reason, as noted above, the initial phase of 
proposing GPto the ABC is an interesting one because it reveals how the proposed 
series fits within an existing schedule and philosophy of the national broadcaster. 
But it is not an unfettered platform for challenging and transgressive cultural 
representation that is offered by the ABC. Furthermore, the series is not simply a 
vehicle for the propagation of positive images and Matt Carroll, as producer, is not 
necessarily the "hero" of the whole production context. Indeed, there are instances 
of disagreements and conflict within the channels of production that themselves have 
significantly altered the composition of the "final" product. 
The representations of HIV I AIDS in GP occur within a system of representation that 
follows certain conventions and established industry practices. Accordingly, there is 
evident a degree of "self-censorship" of content- censorship, that is, in a wider 
sense than the identification of "obscene," "indecent," or otherwise 
"inappropriate" material. While all production personnel are concerned with the 
integrity of the text in dramaturgical terms, the network people are vigilant both of 
the production company's adherence to the ABC-institutional ethos (based on the 
network's traditional role of cultural provider, refined by a post-1980s notion of 
cultural diversity) and of the audience's response to the program. Sue Smith 
identified "the public" as the source of discontent with the "lesson of the week" 
format. The demographics for the show are identified mainly as the over-SSs and 
this is relevant to both Smith's and Matt Carroll's understanding of what the show 
can achieve. Carroll speaks of the "faithful" audience: 
we'll lead them through incredibly difficult subjects which they will find 
distressful at times ... but they will stick with it because they know we're 
not going to just shock them for shock's sake but there'll be a point about it 
and that they'll get something out of it. 
There is something of the "educative" role noted by Smith and Millin here, and 
Carroll seems to suggest that this is intrinsically part of the GP "project." So there 
is a dual responsibility, to produce something that is in a format that will appeal, 
yet also challenge the audience. This, of course, encompasses the series' aim of 
"covering the social." 
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But this larger, social responsibility can also be seen to be limited by the 
marketplace and institutional requirements of keeping the series on air, and of pre-
empting challenges from the network by self-censoring the material. Thus while 
network people like Smith are concerned about the educative and entertainment 
functions, they are happy to leave the specifics of this - such as the decision to 
introduce a permanent gay character, to the production team. This, in turn, leaves 
Carroll as the arbitrator of "quality" between the network and the "grass roots" 
creative personnel. At times this creative structure proved difficult to negotiate and 
in the case of both the 1990 AIDS episode and the role of Martin Dempsey, there are 
different perceptions on the success of the series. 
The scenario suggested by Matt Carroll for the development and implementation of 
stories about HIV on GP is one of an almost unfettered exploration of the social. This 
is not the image of GPs first gay/HIV episodes as recalled by Greg Millin, story 
editor on the first fifty episodes and writer of both "Mates" and "Lovers." While 
Millin acknowledges GP as the place within which this kind of representation is 
going to occur (in contrast, say to his other work on Home and Away and E Street), 
he is careful to point out that the creative and political development of these stories 
occurred in a context of resistance and even opposition. Millin rejects the suggestion 
that this process was a smooth one and nominates the commitment and determination 
of Greg Shears, the series producer and a director at that stage, as the key factor in 
seeing the story through to production: 
Greg was pushing for quite some time to actually . .. get them to agree to the 
episodes ... it wasn't that they didn't want to do them, they were very scared 
of them, and very scared of how the public would react ... it was regarded as a 
terribly brave and a daring thing to do and that it would, in fact, scare the 
audience. 
The producers were worried that ratings would drop: Millin relates that Carroll at 
GPwarned Levy at the ABC to expect an adverse reaction from the audience. As it 
turned out, the ratings did not plummet and the episode won a Penguin award for 
Shears as director in 1990.32 
32Greg Shears died in 1996 of an AIDS-related illness. His comments in Campaign and OutRage, 
however, support Millin's recollection of events. An interview by Martin Goddard in 1990, for example, 
provides evidence that the difficulty surrounding these early gay/HIV episodes was not in getting 
them up, but getting them through the production process: "there was considerable concern and 
considerable scrutiny by both managements over the content and development of those scripts ... 
they were examined at every stage, scene breakdown, first draft, second draft, third draft, all the 
way" (p. 45). See also OutRage 1993, p. 35: "they [the episodes] were a battle to get done." 
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The initial resistance, it seems, came in the process of story and script 
development. When the script was available, the producers were less worried abut 
the success of the episode, but they were still concerned about audience reaction. At 
this second stage, the producers had already censored the suggestion that Steve 
himself should be the character to contract HIV, but had agreed that it could be a 
close friend of his. The role of these individuals within the organisations, then, is 
crucial: 
part of the challenge for me and Greg was that it's only occasionally you get 
to do something like that so you've got to really run with it, push it as far as 
we could. 
The significance of this personal element is evidenced in the fact, that within GPat 
this time, it was possible for these gay men to act collectively to promote these 
storylines: 
with episodes 46 and 50 ["Mates" and "Lovers"], initially Greg [Shears] 
was slated to do both of them but couldn't direct both of them and so we made 
sure that someone who was going to be sympathetic came in and directed 
episode46. 
Millin is of the opinion that by the time GPwas up and running it had become clear 
to television workers that HIV I AIDS was a current, important subject, so that 
"everyone knew they were going to have to deal with it in some way. Just how they 
dealt with it was up to producers and people who pushed." 
Millin's overall assessment, that "the GP stuff would never have happened without 
Greg Shears pushing. There's just no way," reveals a key difference between this 
series and most of the commercial television series under examination: while this 
program more than any other has explored the complex issues surrounding HIV and 
homosexuality, the role of "censor" is being exercised by the production company, 
not by the network. In this respect, the current observations bear out and expand on 
the findings of John Tulloch ( 1990) in his work on A Country Practice. Tulloch 
noted that a regular feature of ACP storylines was the conversion to liberal causes of 
the conservative character, Bob Hatfield. On one occasion, however, a scene had a 
guest character expressing such venom and personal malice against Hatfield that the 
scene was cut. The producer offered the observation that the scene would have been 
left intact if the series had been screening on the ABC. Thus Tulloch argues that this 
incident demonstrates a theory of "the script as performed in a succession of 
professional spaces," the personal and institutional dynamics of which can 
dramatically alter the pre-conditions for viewing (p. 183).33 
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Tulloch's concept is a valuable one and is of broader application than to series or 
serial drama alone. The optimisation of compatible professional spaces is perhaps 
seen most clearly in the series of single drama productions, Naked( 1996). As a 
part of this collection of television plays addressing problems with contemporary 
masculinities, an HIV narrative ("Coral Island") was shaped from the collaborative 
efforts of a "star" producer, director and writer (Jan Chapman, Neil Armfield and 
Nick Enright, respectively), with a cast featuring lead actors Hugo Weaving, Simon 
Westaway, Frank Whitten, Lewis Fitzgerald and Joss McWilliam. Screened on the 
ABC in the week of the Sydney Gay and Lesbian Mardi Gras Parade as a major 
Australian drama initiative of the national broadcaster, the collection opened with 
this story of a group of old school friends reunited, one of whom is ill with an AIDS 
related illness. The play is a sophisticated examination of the interrelating elements 
of HIV and homosexuality and consistently prioritises the subjectivity of the HIV 
character, both as a boy and as an adult. The production is stamped with elements 
that are definitely "ABC," and in this sense it resembles (in theme and in tone) the 
1995 AIDS episodes of GP featuring the gay character Martin Dempsey. 
There are two observations that should be made of the "professional spaces" that 
surround the production of the GP episodes - and indeed, that surround the 
production generally. Firstly, it must be remembered that GPdoes establish a set of 
conditions in which this degree of agency on the part of committed individuals is 
productive. The experiences related by Margaret Morgan, who worked as a 
scriptwriter and story editor on both GPand A Country Practice are revealing in 
describing the organisational and philosophical culture of the two series. Morgan 
found the role of the executive producer at A Country Practice, James Davern, to be 
quite different from that at GP- Davern had to be almost coerced into pro-social 
stories and there were strict limits on the extent to which guest characters could 
impact on the lives of the regulars. 
Interestingly, Morgan is enthusiastic about the role of the ABC overseer, Sue Smith, 
offering the opinion that Smith plays an important and helpful role in the 
development of episodes- Morgan values Smith's experience as a scriptwriter and 
33Tulloch's assessment is a more sophisticated one than that offered by Albert Moran (1993), for 
example. Moran comments that "the beat of this series [ GP] is very much that of A Country Practice 
and, being, the ABC, the program is able to take rather more chances than its commercial 
counterpart" (pp 204-205). Moran's comment suggests that "the program" is an amalgam of 
sometimes competing elements. 
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sees her contributing to rather than interfering with the creative development of 
the series. There is an interesting contrast then between the way production 
personnel perceive the two executive producers - in the case of GP, the production 
company's own figure is often seen as the more conservative (or at least cautious) 
of the two. This is extraordinary when compared to the experience on commercial 
channels, and indeed, Carroll himself is willing to acknowledge his "watchdog" role. 
Carroll acknowledges that the ABC has been a productive environment in which to 
pursue this kind of program, rejecting the idea that the broadcaster might interfere 
in the series' production, particularly in relation to its pro-social content: 
it's really been the other way around ... we've thought 'Christ, we're gonna 
get knocked back on this one.' It's always been us that's pushed. And all credit 
to the ABC. 
Tim Pye who was story editor and an occasional scriptwriter with the production 
company before moving to the ABC is adamant that the decisions to make the gay, 
lesbian and HIV episodes were supported by the network. 
Both Smith and Pye stress the reluctance of ABC drama department to "veto" 
material, and Pye points to the difference between working for the ABC and for a 
commercial network: 
this [network veto] is something you do get over and over again on 
commercial networks: script departments wanting to go one way and 
executives saying, "Sorry, 1 0-15s won't buy it." 
Furthermore, Sue Smith does seem to regard herself as part of this creative team, 
and there is a slippage evident in the way she talks about "whose" program it is. 
She explains how she often refers to the whole GP team as "we": 
GP as a general rule generates its own material and its own style and its own 
stories, what I do is supervise it at this level. So when I say "we," more 
often I'm referring to Peter Andrikidis, the producer, Tim [Pye] who was 
then the story editor ... and the kind of creative team on GP. I tend to dip in 
and out at a sort of executive level, so often I will say "we" when I mean 
"them."34 
34Smith's involvement, as Commissioning Editor of drama, was obviously crucial. An indication of the 
importance for gay and HIV of support at this higher level is provided by Martin Goddard in an article 
in OutRage (September 1990, p. 43). Goddard cites Vaughn Hinton, Executive Producer in the 
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Hence it seems that if there has been some degree of difficulty at times in developing 
some subjects, it is due to a cautious approach within the company itself- say, 
between the script department and the producers - and not from the broadcaster. 
This context for its production, then, is one that is very important to the emergence 
of the final product, and the kind of representational expression that is possible. In 
particular, it was instrumental in the development and in the departure of Martin 
Dempsey, the full-time gay character. 
1 0 The problem with Martin Dempsey 
The plan for the character of Dr Martin Dempsey was an ambitious one within the 
traditions and conventions of television drama's representation of gay and lesbian 
characters. The aim was to introduce a character who would be a permanent core 
character- a GP central to the series' small group of central actors. He would be 
gay, and his sexuality could be explored and could enable a new array of issues to be 
investigated, but it would also be, in a sense, "incidental" to his role as a GP. 
the original concept was that I just wanted to have a character that was gay. 
First of all he was a character, who happened to be gay (Matt Carroll). 
The emphasis would be on that very aspect that other critics such as Fuqua ( 1995) 
and Gross ( 1989) have identified as the "missing element" in all television 
representations of gay and lesbian sexuality: the everyday. The character lasted for 
eighteen months and his presence enabled some important episodes to be made; but 
the character of Martin is generally seen to be a failure within the history of the 
series, for two reasons. 
The first problem concerns the actor himself. No one associated with the production 
of GP, it seems, thought highly of Damien Rice's interpretation of the role of Dr 
Martin Dempsey. The general feeling is that the actor failed to develop the character 
in ways that permitted interesting story developments and more complex 
interactions with other characters. Matt Carroll acknowledges that "of all the 
permanent characters in GP, Martin's been our least successful .... our great 
failure;" Millin says, "it's one of their least successful characters;" and Sue Smith 
Religion Department in 1985 and producer of the controversial The Return of-the Pink Triangle 
(1985), a documentary about the Sisters of Perpetual Indulgence: "[c]orporate management (central 
administration) in the ABC is always terrified of everything, but as long as the management in the 
television division stands by it, one is usually safe." 
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says that "I didn't believe that ... Martin was very good and I think that belief was 
shared." 
This perceived failing on the actor's part had severe consequences for the fate of 
Australian television's most important gay character- effects that cannot be 
appreciated simply by a closed textual study. The analysis of this surrounding 
production context reveals that the series' writers and storyliners, within three 
months of Rice's entering the show, avoided storylines featuring Martin because 
they thought the actor was unlikely to do justice to their work. Hence, to some 
extent his character was marginalised. Margaret Morgan, who was a storyliner at 
the time, admits that the storyliners felt that they had done all they could with the 
character by the time he left the surgery, that it wasn't possible to develop the 
character more fully. While they felt that the actor handled the "issues" material 
quite well, and that he excelled in the final two episodes, the character of Martin 
never achieved the emotional depth called for by the "soap," or continuing 
relationship component which was fundamental to the series. This emphasis on the 
"issues". stories, however, in turn subverted all attempts to present the well-
rounded, "normal" day-to-day gay doctor anticipated when the character was 
proposed: 
a lot of attempts to present a gay character as just a normal person fell flatly 
... so they found themselves in a position where they had to write a certain 
type of material for that character. 
Moreover, Matt Carroll and Tim Pye felt that the character's failure to perform was 
harming the show in more general terms: "we just couldn't wait to get rid of the 
character because we knew it was doing so much harm" (Matt Carroll). Tim Pye 
explains that Michael Craig's impending departure heightened the need to introduce 
a strong character who could drive the narrative. So while it was important to write 
the character of Martin out of the series, it was also important - because he was a 
significant character both to the show and in more general, industry terms - to give 
him a "dignified and powerful exit," to send him out "with a bang, not a whimper." 
The euthanasia storyline emerged as just such a powerful plot, and one which, when 
combined with the AIDS storyline, would provide great scope for Martin's 
character. 
All participants - including Greg Millin - reject the suggestion that this 
experiment with the character of Martin failed because they were dealing with a gay 
character. And part of the problem, it was felt, was due to a mistake on the 
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producers' behalf in revealing Martin's sexuality too early, leaving his character to 
be constructed solely in these terms. Matt Carroll acknowledges their error of 
judgement: 
we also made a mistake in production - we revealed him being gay far too 
soon ... In terms of our long-term plotting of the character, we revealed it 
far too soon ... we had this driving force saying, well, the audience will feel 
cheated that we just created it because we ran out of story. And we had 
arguments about it- when he should come out, how he should come out. We 
just wanted to do one episode where he revealed that he was and then life went 
on. And then, and it didn't really work that way. 
Indeed, it didn't. And in his defence, Damien Rice (who played Martin) points to 
further problems on the producers' side. He agrees that the character's sexuality 
was revealed too early; but says that the producers compounded the problems by 
only giving him gay and HIV plots as his major storylines after this point. Rice was 
especially concerned that the gay episode dealing with premature Alzheimers was 
placed only a few episodes after "Out." He also asserts that the producers failed to 
respond to his feedback about the character, so that, in general, such conditions 
were hardly conducive to creative character development.35 
These comments from Rice suggest that the character's failure to fulfil the potential 
of core character status can be explained in part by the same tendency identified by 
Fuqua ( 1995) in relation to daytime soap: even in GP, the gay character became the 
social issue he represented. Just as with daytime soap, 
it is the representation of the "everyday" in relation to gay characters 
which causes the difficulty ... Gay characters can certainly be represented, 
but only in terms of the sexuality-as-a-problem paradigm" (pp 208-
209). 
Here, Rice is suggesting a similar kind of resistance presented to him by Carroll 
that Greg Millin documents at the time that he and Greg Shears were lobbying for the 
two gay /HIV episodes in 1 990. Margaret Morgan also encountered some resistance 
to her designs for the lesbian character in "State of Grace" to take the role of a 
locum, using Martin's room while he was away. She relates that Carroll was 
reluctant to have the character carry the same status as William, and in the end the 
35 Personal interview with the author, Brisbane, 19 March 1996. 
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character was re-written as a masseur who was treating William and some of the 
patients. Finally, some antipathy toward the GP producers is also held by Vickie 
Madden, the script editor on the male rape episode, "Exposed." Madden claims that 
the producers diluted the impact of the script, and restricted the full development of 
ideas. 
These internal problems would indicate that despite a seemingly progressive social 
story agenda, moments of true transgression do not just "appear" at a discursive or 
"cultural" level: they are engineered by agents acting within an industry context 
that embraces multiple and sometimes conflicting discourses of "progress," 
"quality," "entertainment," "education" and the like. Clearly, this industry 
situation has implications for the ways in which such a program might be seen to fit 
within a broader notion of "social problematisation" such as that outlined by Tom 
O'Regan ( 1996). O'Regan's argument, noted above in Chapter One, is that film and 
television makers contribute to the contemporary patterns of social 
problematisation by taking up topical social issues and questioning the generally-
received wisdom with which a culture "knows" them. While this is certainly true 
in relation to GPs exploration of AIDS issues- especially the double episodes of 
1990 and 1995- it is also important to observe that the category of "film and 
television makers" is itself misleading. While the term, by convention, suggests an 
aggressively pro-social role might be pursued by a director (in the case of film) or 
a producer (in the case of television), the above analysis of GPdemonstratesthat 
the composite effect of any pro-social text disguises an internal struggle for the 
shaping of meaning. A strong script department, a less strong actor, an executive 
producer who works well with the network all influence the shaping of the text. In 
this sense, while the individual contributing factors are different, the process of 
textual composition on a series like GP is essentially the same as that outlined by 
Rodney Buxton ( 1 991 ) in relation to the gay /HIV episode of the US series drama, 
Midnight Caller. 36 
Despite these internal problems, it is important to acknowledge what hasbeen 
achieved with GP in the representation of HIV and AIDS. Perhaps the pinnacle 
achievements of the series are the double AIDS episode from 1990 and the ongoing 
role for Martin which, despite its problems, effected a space within the field of 
Australian television drama for a permanent gay character and facilitated the kind of 
36 Todd Gitlin (1994) and Kathryn C. Montgomery (1989) provide extensive analyses of the 
negotiation of these "professional spaces" in the construction of television texts in the US. Vito 
Russo (1987) also includes comments on the difficulties experienced in producing and programming 
gay and lesbian content in American network television. 
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AIDS episodes seen in 1995. The most revealing aspect of the series' own 
investment in this particular inflection of the pro-social is the production staff's 
own recognition of an unrealised potential. The character of Martin advanced the 
representation of gay and lesbian characters and the consideration of HIV and AIDS in 
Australian drama considerably; the producers and writers, in retrospect, can think 
only of what more could have been achieved. Matt Carroll stands by the decision to 
axe the character, but insists: 
if it had worked, the character would still be there now. That's the sad part 
about it, we probably could have explored deeper. 
And justifiably, Tim Pye is of the opinion that despite all the problems they 
encountered in these seasons, the use of Martin was very important: 
it gave GP a new dimension and breadth of scope of dealing with confronting 
community attitudes to all sorts of things that hadn't been there up until that 
point. 
To a large extent, these comments are well earned. The position achieved by GP with 
the character of Martin is unrivalled within Australian television and mainstream 
(that is, non-independent) film. As noted above, it was widely supported within the 
gay and lesbian press. In assessing the overall impact of the character of Martin 
Dempsey, Kerry Bashford in Campaign ( 1995, p. 79) commented as follows: 
"[a]lthough he may have been banished for professional misconduct, ie humane 
self-delivery, having a gay doctor was a bold attempt to carry a gay character on an 
Australian drama series." In contrast, Bashford assesses the US series Dynastyand 
Melrose Place in the following terms: "[t]heir queer characters have been so 
sanitised, it is difficult to know who they are pleasing, the conservatives or the 
politically correct." 
Finally, it is reasonable to surmise that the storylines involving Martin, if 
attempted in a less well-rehearsed production context, could have been disastrous. 
Martin's role as tutor to Tessa's son, Peter, for example, could well have been used 
in other circumstances to launch a formulaic "liberal" storyline involving 
suspected but ultimately unfounded sexual assault or harassment. It is a reasonable . 
conclusion, looking at the series' record, that the discursive and political 
framework of GP is such that this series is beyond this form of story-telling - it 
would be unnecessary, passe in the world of Ross Street. It is a genuinely 
progressive context then, that produces a story relating Peter's (teenage) 
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alienation ffom his father, lan, in which William can advise lan, "I suppose Peter 
feels that Martin is a little less threatening." 
Even Greg Millin, who encountered problems in developing the early AIDS stories, 
acknowledges the importance of the attempt to shape a gay character- and of the 
lessons learned in this experience: 
it's fantastic. But even when I was working on GP- I story edited the first 
fifty episodes so I was there constantly - there was still the discussion then 
when new characters were brought in, do we make them gay? And always the 
feeling was, "Oh it's a bit too early in the series" or "It's a bit difficult to 
make it work." So all credit to them for trying - fantastic. Maybe next time 
people will get it right. 
Millin's attitude is that, for all its faults - and Damien Rice's complaints do indeed 
seem justified - GP provides a place where such issues and characters are at least 
possible. Millin compares the experience of working on soap operas like E Street 
and Home and Away and although he enjoys this work, he acknowledges that it is 
programs like GPand Heartbreak High where the more sophisticated work is going 
to occur: 
[o]bviously, it's more satisfying to do something like "Mates" and 
"Lovers." That's adult drama that's actually ... pushing the limits a bit and 
is exciting for everybody- the actors, and the crew. That's what you'd love 
to do all the time. But of course, life doesn't work like that. And shows don't 
work like that, you can only push the limits so often. 
These comments by Millin and Morgan, then, reveal that there are separate domains 
within the whole production sphere of GP in which teams of people and individuals 
work on a coherent sense of what they can achieve, within this forum. The script 
people have a different view of this and of how to "push the limits" of this system 
from the production people; and of course the network executive producer will not 
have the same overriding concerns as the company executive producer. But the 
overwhelming pervading theme associated with GP is a genuine commitment to the 
exploration - and expansion - of our notions of the social. 
Chapter Five 
Bush Remedies: AIDS narratives in 
A Country Practice, The Flying Doctors, and Blue Heelers 
1 Introduction 
The project "brief" of A Country Practice, in the words of Executive Producer 
James Davern, was to "investigate social and moral issues."l This philosophy, 
along with its life of thirteen years, marks A Country Practice as a significant 
Australian drama series; the fact that it embraced four AIDS episodes confirms its 
importance among the series in this study. 2 
There are three identifiable phases in the life of A Country Practice. The first phase 
marks the time from the series' inception in 1981 until 1985-1986 when four of 
the central characters left the series. In this early period, the series featured a 
core cast of eleven or twelve and an assemblage of five principal sites featured as 
key social institutions in the small country town of Wandin Valley: the private 
medical practice; the Wandin Valley Bush Hospital; the local veterinary surgery; 
the police station; and various homes and farms. In addition, the local pub was the 
central social site for the interaction of core and guest characters. The first major 
overhaul in characters (and thereby the second phase of A Country Practice) began 
in 1985 with the death of core character Molly Jones, followed by the departure of 
vet Vicky Dean and GP Simon Bowen in the same year, and nurse Brendan Jones in 
1986. The first three (played by Anne Tenney, Penny Cook and Grant Dodwell) 
along with Shane Porteous as Terence Elliott were the series' biggest stars; the 
episodes relating to Molly's death and Simon and Vicky's wedding recorded 
extremely high ratings. 3 
1 Unless otherwise indicated, all future citations of Davern are from a personal interview with the 
author, Sydney, 6 March 1996. 
2This life of 13 years is apart from the one year run on Channel 1 0 in 1994: almost all of the cast was 
replaced, the location was changed from New South Wales to Victoria, and there were no AIDS-related 
episodes. For these reasons, this last- or "fourth" phase- will be excluded from this study. 
3For comment on the ratings success and publicity surrounding ACP, see Tulloch and Moran (1986), 
especially, pp 205-222. 
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This first phase of A Country Practice was the early phase of AIDS in Australia; 
however, there were no AIDS episodes until after the show had entered its second 
phase, with a mostly new cast. These characters all appeared in "Sophie" and/or 
"Apparitions," the first two AIDS episode screened in 1988 and 1991. The fact that 
this first episode related to Terence and his family reflects this character's 
expanding role in the series - after the departure of the four central characters 
that marked the end of the first phase, Shane Porteous became the "star" of A 
Country Practice and his character, Terence Elliott, took on an added authority from 
his longevity in the program. But the final two years of the series ( 1992-1993) 
saw another thorough reshuffle of the cast so that "Little Boy Blue" ( 1992), "A 
Kiss Before Dying" ( 1992) and "True Confessions" ( 1993) all feature new core 
characters along with the original characters, Terence, Frank and Esme remain. 4 
A three-part structure is useful for examining the AIDS narratives of A Country 
Practice because it emphasises the distinction between the first two and the last 
two episodes. Both "Sophie" and "Apparitions," as episodes in the second phase of A 
Country Practice, can be seen as existing within a transition period in the series' 
history - a middle period located between the peak in the series' popularity with 
the first cast through to its final arrangement in the early 1990s. These episodes 
tackle subjects that are still "new" and controversial within the framework of the 
series - and within Australian television drama generally. 5 But they approach this 
task in essentially the same method developed throughout the first phase of the 
series, marked by the use of the pedagogical "JNP lecture" mode with its twin 
themes of education and human compassion. Both "A Kiss Before Dying" and "True 
Confessions," however, can be located within the third phase of A Country 
Practice.6 
In the late 1 980s, a shift occurred within the larger framework of ACP that not 
only allowed the series to embrace subjects such as homosexuality and HIV, but 
which saw the development of a well-defined fallback discourse of democratic 
liberalism that served as a new approach to the examination of social issues. This 
4 
"Little Boy Blue" is not an "AIDS episode" per se, but the issue of gay-bashing intersects with 
aspects of the AIDS storylines and the subject is approached through a similar discursive framework. 
Additionally, the first part of the episode was written by Margaret Morgan, Script Editor on "A Kiss 
Before Dying." For these reasons, this episode will be included with "Sophie," "Apparitions," "A Kiss 
Before Dying" and "True Confessions" as a primary textual source in the analysis. 
5 It should be noted however, that "Apparitions" follows five years after the Flying Doctors episode, 
"Return of the Hero" - a similar episode in both theme and approach. By 1991 , GP had also run two 
episodes ("Mates" and "Lovers") featuring a gay man with HIV. 
6 As the series is so extensive, there will be no detailed examination of the first phase of ACP; 
rather, aspects of this era will appear in the discussions of the AIDS episodes from the second and 
third phases. 
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change is evident from a textual survey of the series, but it is equally important to 
consider the role of key figures within the industry context of the series' 
production and the specific conditions under which the AIDS storylines were 
developed - especially since much has been already been made of the role of the 
Executive Producer, James Davern, in personally shaping the appearance and 
direction of the series. 7 It is also worthwhile to consider alongside the expansive 
history of ACP two other series for which the social framework provided by a rural 
location influences their engagement with the subject of HIV I AIDS - Flying Doctors 
and Blue Heelers. 
2. The end of the golden years: early AIDS episodes in "rural 
drama" 
2. 1 Introducing AIDS: "Sophie" (A Country Practice, 1 988) and 
"Return of the Hero" (The Flying Doctors, 1986) 
The double-block (four part) episode "Sophie" screened over two weeks in 1988. 
It relates the story of Sophie, the daughter of Dr Terence Elliott, who became HIV 
positive as a result of shared needles in intravenous drug use. Sophie is brought to 
Wandin Valley from Sydney by her father. Both she and the people of Wandin Valley 
have trouble adjusting to her presence and there is a marked animosity between 
Sophie and Alex, who is both Sophie's doctor and Terence's new wife. When Sophie's 
boyfriend, Paul visits from Sydney the two inject together "one last time" and 
Sophie dies from an overdose. 
This brief synopsis shows that there are three segments to the narrative in this 
episode: Terence's search through the city, Sophie's arrival in the Valley, and 
Sophie and Paul's subsequent experiences in the Valley. The most interesting aspect 
of this sequence is the construction of this character by means of the figure of the 
"carrier." This role defines the identity of the Sophie in all three segments, but is 
especially important in the middle sectionf and it is possible to identify three 
different senses in which this figure of the carrier is deployed within this segment. a 
The first, and most obvious, is the construction of Sophie in terms of her "disease" 
- in her own words she is a "carrier" of AIDS; she is "Typhoon Mary." Sophie's 
7 See the production study of the series in Tulloch and Moran's A Country Practice: Quality soap, 
1986. 
8 John Tulloch's two articles on the episode (1989 and 1992a) are particularly useful in explaining 
how this episode fits into the long term plan for the series' development. 
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body is the source of her identity: her body carries the virus, HIV, and her medical 
condition carries, in effect, the social condition known as AIDS. Reference was made 
in the previous chapter to observations by Larry Gross ( 1989, p. 138) and Joy 
Fuqua ( 1995, pp 199-201) that gay and lesbian sexuality are deemed to be 
problems through which gay and lesbian characters are defined per se. The same 
applies to the HIV character in many of the Australian series considered in the 
current study. Hence, Chris McAuliffe ( 1989, p. 36), in discussing "Sophie" and 
an early HIV episode of The Flying Doctors, notes that 
on television issues become Issues- monolithic problems rather than 
complexes of social, medical and psychological factors. Problems, and 
responses to them, become oversimplified, choices become black and white, 
and are presented by archetypal, even melodramatic figures. 
Sophie is very much this kind of figure. She is quarrelsome and malicious and she is 
more than a carrier of HIV; she is a carrier of both ill-health and ill-will. 
In accordance with established practice on A Country Practice, Sophie is the plot 
"device" by which a "foreign" or "outside" element is introduced to the community 
of Wandin Valley. Generic convention (and ratings success) dictates that over the 
course of the story block this disruptive element will be "contained" in such a way 
that the long-term narrative equilibrium of the series will be maintained: the 
series must be free to progress to another "issue" in the next block. The structure 
developed to achieve this allows the show to appear to "embrace" uncomfortable and 
challenging matters - simply because there is always a pre-existing imperative 
that the problem will be overcome, at least to the extent that the show will be back 
next week with a new issue or problem. As McAuliffe (1989, p. 34) puts it, 
"Wandin Valley may have its fair share of problems but many of them are literally 
only passing through. A bedrock of stable, idyllic values survives all the traumas." 
len Ang and Jon Stratton ( 1995, p. 133) refer to this "issue of the week" format 
as a strategy for the containment of otherwise disturbing subjects: 
the "solutions" of A Country Practice always amount to a restoration of 
realist closure: by putting the "issues" outsicfe of the community, they are 
constructed as radically excessive to everyday life in Wandin Valley. 
Like the "gay-bashing" episode of 1992 ("Little Boy Blue"), therefore, which 
used a "visiting" gay character (Brett) - a friend of a permanent character (Hugo) 
-to examine the issue of homosexuality, the "Sophie" episode uses a visiting 
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character as the "narrative carrier" whose arrival in the Valley drives the story of 
this self-contained episode while simultaneously advancing the ongoing narrative of 
life in Wandin Valley. 
Finally, however, Sophie is more than just the "carrier" of this week's "issue:" 
she is the carrier of the subject of HIV I AIDS into the frame of acceptable social 
issues in A Country Practice. And she is in this sense the harbinger of a new era in 
social consciousness from which there is no return to a happier, pre-AIDS world. 
When Tulloch and Moran ( 1986, p. 291) wrote their production-focussed study of 
the series in 1986, they were adamant that AIDS was one subject that would not be 
dealt with on A Country Practice - they quote Executive Producer James Davern's 
opinion that "the fact that it's so linked with homosexuality makes it very difficult 
to make a homosexual AIDS victim a 'goody' and sympathetic." In fact, the authors 
themselves reveal their own tendency to conflate AIDS within homosexuality when, 
after discussing the challenge represented by a storyline dealing with incest, they 
liken this subject to AIDS: 
[incest] is one issue that threatens the ideology of the family that the 
program supports, as is AIDS. Significantly, A Country Practice could handle 
homosexuality sympathetically when two men were living ostensibly as 
family in Wandin Valley. But Davern will not tackle AIDS.9 
Of course, it is a highly questionable move on the part of Tulloch and Moran to 
validate the treatment of homosexuality in A Country Practice by way of one single 
analytical description (as "sympathetic") while valorising the figure of the family 
as an automatic frame of reference for the examination of "social" issues; 
furthermore there is an unsubstantiated allegation that gay couples can only 
ostensibly constitute an expression of "family." However, it is interesting to note 
that it was only to be another two years until A Country Practice itself would be 
running an AIDS story and one of these authors, John Tulloch, would be generating 
the first of his studies on exactly this topic. 1 o Less surprising is the form in which 
9 A comment on this early gay episode by Sam Rummery in Campaign (March 1982, p. 34) notes that 
"earlier stereotypes of lisps and limp wrists were traded for wooden characters allowing little display 
of their relationship: the issue of homosexuality was treated with all the sympathy of a 1960s liberal." 
1 0This is not the only occasion on which Tulloch appears to accept without question the veracity of 
Davern's vision. Tulloch (1 989, p. 111) accepts that "commercial considerations" involving the need 
for "highlight" moments in the season and the desirability of returning the focus to full-time core 
characters meant that "this would not be a 'living with AIDS message." Tulloch (1992a, p. 1 2) further 
accepts without question the decision to foreground the subjectivity of Terence and Alex because 
"[t]hey're happily married, everyone has experienced what they're experiencing; they relate to 
them." Further, in the same article, Tulloch fails to comment on Davern's conflation of the two 
subjects of using drugs and sharing needles (p. 1 7). Davern's observations reveal a narrative 
investment in his program in urging teenagers not to inject drugs. While there are reasons why the 
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the issue was encapsulated in the series: a heterosexual woman who contracted HIV 
through intravenous drug use. Clearly, nothing could be more effective in avoiding 
the subject of homosexual men - the social constituency which at the time 
constituted approximately 85% of cases of HIV infection in Australia. 11 A further 
explanation for the construction of the issue around the figure of the heterosexual 
woman is provided by Catherine Waldby (1996) and Deborah Lupton (1995b) who 
argue that the emphasis on the heterosexual woman as victim/ carrier has operated 
as a means of avoiding the implication of heterosexual men with HIV and AIDS. 
Waldby and Lupton's point is strengthened by the observation that the character of 
"Sophie" prefigured the "AIDS body" constructed in the 1990 Testimonials series 
of public health advertisements. Five of the six people featured in this series were 
women; of these four were labelled heterosexual and three were either former 
intravenous drug users, or partners of (male) IDUs. 
Two further events in the "history" of the representation of homosexuality and HIV 
in Australia are relevant here. First, it was in the intervening period between 
Davern's statement that his program would not cover the issue of AIDS and the time 
that "Sophie" went to air that the Commonwealth Health Department ran the Grim 
Reaper television campaign (in April 1987) warning of the looming threat to 
heterosexual people. In describing herself as a "carrier," as "Typhoon Mary," 
Sophie translated the Grim Reaper figure of the public health campaign into a form 
that was conceptually valid within the established epistemological framework of A 
Country Practice. Indeed, there is an explicit reference to the Grim Reaper image. 
In an interior, living room scene in which Esme Watson is engaged in the day to day 
- ordinary - task of vacuuming, Sophie, who is smoking - in blatant contravention 
of conventions for the representation of "good" women- tells Esme that she has 
"the Grim Reaper's scythe whistling around my ears." While the episode is by no 
means a direct translation of the NAC's twin themes- disaster threatens 
everyone/everyone should restrict themselves to one partner or always use 
condoms- it was demonstrated in Chapter One that the social agenda on HIV 
underwent significant changes in the years from 1986 to 1988, and both the Grim 
program would ignore the alternative message of health education ("if you're going to inject, inject 
safely"), there is no reason for Tulloch himself to avoid such considerations. Furthermore, his own 
repeated references to injecting drug users as "junkies" reveals an inappropriate and judgemental 
attitude to the practices under consideration (see, for example, Tulloch 1 989, p. 1 21-1 22; Tulloch 
1 992a, p. 13 and p. 27). Finally, Tulloch's emphasis on the "heterosexual AIDS message" often 
overlooks and even excludes non-heterosexual people (see, for example, Tulloch 1989, pp 113-114, 
118, 120, 123; Tulloch 1990a, pp 225-257; Tulloch 1992a, p. 26; Tulloch 1992b, pp 114-115); Crawford, 
Kippax and Tulloch 1990, pp 5-6. 
11 Notes on Davern's response (in retrospect) to the decision to embark on the two AIDS stories of 
this era are provided below. 
Reaper advertisement and the "Sophie" episode of A Country Practice reflect 
aspects of the new public focus. 
Secondly, Davern's comments to Tulloch and Moran on the difficulty of making a 
homosexual AIDS victim "a 'goody' and sympathetic" were made only six months 
prior to the screening of the first AIDS episode of the Flying Doctors in August 
1986. This episode, "Return of the Hero," in one sense, undermines the veracity of 
the JNP theory: there were indeed methods of negotiating such obstacles since the 
"victim," it seemed, could be a local hero from the Korean War, a gay man who 
returned with his lover to die in the home he left thirty years earlier. 12 In shaping 
a character that is a "gay male PWA ... loaded with signs of acceptability" 
(McAuliffe, 1989, p. 36), the narrative premise is clearly designed to offset the 
same concerns identified by James Davern in relation to ACP. Hence Davern's 
concerns with the difficulties associated with the subject are probably justified; it 
is simply that Crawfords was prepared to search for a means of navigating those 
difficulties. 
The key narrative event in this episode of Flying Doctors is the town's discovery of 
and reaction to the dual problematic of Les's sexuality and his illness. 13 The episode 
does successfully question some of the prejudices of the local townfolk, but by the 
end it is evident that this disruption is only temporary. 
As in A Country Practice there is a (smaller) group of caring medical professionals 
and a couple of other regular characters who exhibit a marked streak of liberalism. 
They are complemented by a group of crusty locals who stand for the town itself and 
the outback way of life; and it is their values that Les Foster (with a little help from 
-
the doctors) must challenge. Initially, the locals' rejection of him is as much a 
rejection of his sexuality as his medical condition. 14 The problem, then, in 
accepting "responsibility" for Les Foster is not simply a matter of treating his 
illness; it also requires an acceptance of his sexuality. This is what the episode 
12 By the time ACP ran an AIDS story relating to a gay man ("Apparitions" in 1991 ), The Flying 
Doctors had run another AIDS story, GP had run three episodes (two featuring gay men) and E 
Street had run an needlestick injury storyline. As mentioned in the preceding section, the failures of 
A Country Practice may have more to do with the role of certain production personnel than with any 
inherently "textual" considerations. 
131n the story, Les Foster returns to his home town a hero; he falls from grace upon the town's 
discovery of his homosexuality and HIV status and is rejected by the people he has known all his life. 
But his position of honour is resurrected after he publicly berates the town for its intolerance - for 
ignoring the very "freedoms" for which he fought in the war. He is given a military funeral. 
14When a nurse first reveals to Vic, the town publican {played by Maurie Fields) that Les has AIDS, 
Vic laughs at the idea: "Now turn it up! This isn't some trendy poof from the city, love. This is Les 
Foster!" On realising she is serious, Vic and George, who have supported Les to the hospital after he 
collapsed in the pub, drop him to the ground and leave. 
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works towards: the act of the town accepting responsibility for Les Foster as one of 
their own. The weight of opinion against him however, is so strong that an explicit 
analogy with racial hatred is provided: in answer to a thug's accusation that "you'll 
be sticking up for Abos, next!" local mechanic Emma (played by Rebecca Gibney) 
replies, "yeah, you're dead right!" 
The spelling out of this message is a process not required in either GP or A Country 
Practice. It is this kind of alternative value system that is allocated to the guest 
character, Les Foster, in opposition to the point of view of the older residents of the 
town who insist on seeing him only as the "war hero" of thirty years ago. Their 
response makes Les Foster question the nature of the place and the idea of home: 
"it's funny. I came home to die and found home wasn't there any more." 
Not surprisingly, a challenge to such a fundamental aspect of the town's existence 
cannot be sanctioned, and the town reclaims their hero by giving him a full military 
funeral. This act of forgiveness, a provisional and unstable liberalism, on the part 
of the town, however, effectively reclaims the local hero for the history of the town 
in the very terms that the outsider character himself so expressly rejected. The 
admission that "a few of us ... got a bit mixed up by a few things" fails to recognise 
that that confusion itself contributed towards "the end for Les." Furthermore, by 
the end of the episode, it is on the basis of his sexuality that Les is "accepted" back 
as a local hero. In the time that it has taken the town to "discover" their humanity, 
however, Les Foster has died of an illness of which they are hardly more 
knowledgable. In sum - and as in the early episodes of A Country Practice - the 
episode amounts to a story about the town, and the people's capacity to cope with the 
vagaries of life; the story of Les Foster, gay man living with AIDS, is simply a 
device to trigger the "larger" story. Inasmuch as the episode operates as an act of 
"ethical training" in introducing an element of sympathy towards people living 
with HIV and AIDS, it is structured by the existing "social fabric" of this isolated 
and largely conservative community. It seeks a degree of social harmony through 
offering acceptance to gay and HIV people who are, in all other respects, "normal 
people." In this way, the episode operates as a precedent, or a prototype, for later 
problematisations of gay and lesbian sexuality and HIV I AIDS in the soap operas E 
Street, Neighbours and HomeandAway, examined below. 
An important element of both the "Sophie" episode and the "Return of the Hero" 
episode is the function of the "prototype" liberal character. In the case of the Flying 
Doctors, one of the doctors (Chris), an outback priest (Father Jackson) and the 
local mechanic (Emma) all offer signs of acceptance of Les Foster. Their actions are, 
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however, informed by a more general humanist compassion; there is no suggestion 
of any direct experience of care of HIV patients or even a prior association with gay 
and lesbian people. In A Country Practice, in addition to solving her relationship 
problems with her daughter-in-law, the character of Alex is used to "explain" to 
Esme Watson that, "people are frightened of AIDS. That's because they don't know 
terribly much about it." The character of Alex serves a useful purpose here since it 
is this speech that brings Esme to apologise to Sophie for running away from her and 
through which Sophie is tacitly "accepted" into the life of the Valley. It also 
foreshadows the "liberal adviser" role that is allocated to Terence in later episodes. 
This episode stands in contrast to later episodes not just in that Alex's "liberal 
voice" is a lone one, but in the way in which the AIDS narrative is constructed by 
this episode's supporting "B plot." Whereas in the episode of The Flying Doctorsthe 
activities of he locals feed directly into the main plot, in "Sophie" there is a largely 
independent and homophobic subplot featuring the attempts of local vet, Matt to woo 
a visiting city woman by masquerading as a "rough and ready" country boy. Not only 
is the portrait of the city "vamp" a sexist - and outdated - stereotypical one, but 
the "undoing" of Matt is effected in such a way that he is seen to be the opposite of 
the masculine figure for whom the woman is searching. Instead, Matt is constructed 
in terms of his "baking fairy cakes," cooking and cleaning around the home, 
listening to opera and arranging flowers. It is an interesting comment on what is 
deemed constructive activity in the program: housework is not valued in a 
community where everyone is constructively engaged in occupations of one kind or 
another. A further illustration of the use of subplots to entrench a conservative 
ethos is provided by Kay Schaffer ( 1994, pp 45-45) in her analysis of a surrogacy 
episode. Schaffer notes that a "pro-natalist ideology of natural motherhood" is 
"reinforced and extended in the minor and serialised plots by secure notions of 
innate and reliable, biologically determined and socially approved masculine and 
feminine behaviours." 
But more than this, the plot succeeds in reaffirming the middle ground that the show 
holds so well: Matt is neither the fairy-cake baker nor the "tough guy" of the 
"Magnolia Vale Football Club" (the site to which Matt's sister dispatches the woman 
from the city). Instead, he is the average nice-guy who wants to win the girl but is 
nevertheless smart and caring. This will be important in future episodes in which 
he forms a couple with another permanent resident, Lucy. 15 Significantly, the 
1 5This subplot is one of the instances in which the subject of sexuality is ignored by John Tulloch in 
the works mentioned above, despite the discussion of both the teenage alcoholism subplot and the 
rural unemployment subplot in the episode (see Tulloch 1989, pp 113-114). This also occurs despite 
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spectre of homosexuality raised itself in the first AIDS episode of A Country 
Practice (however indirectly) while both the "city vamp" and "Typhoon Mary" are 
sent back to where they came from. 1 6 
Of course, Sophie dies within the course of the double-block, in a sense following 
the precedent of Les Foster in the Flying Doctors episode. Her "exit" from the 
series is effected, however, through a drug overdose, not through an AIDS-related-
illness. It is important to the status of AIDS within narrative structures of A 
Country Practice that the Valley itself cannot expand to encompass the full 
resolution of the issue: Sophie must die, but she is not allowed the lifespan 
remaining to her as this would create an ongoing subject of "AIDS-illness" with a 
continuing impact on a core character. As Tulloch ( 1989, p. 111) observes, "this 
would not be a living-with-AIDS message." 
2. 2 "Apparitions" ( 1991): gay men and AIDS 
By 1 991 , the cast of A Country Practice had changed significantly and the primary 
locale of the "country practice" of the title had shifted from the surgery originally 
staffed by Terence Elliott, Simon Bowen and Shirley Dean to the Wandin Valley Bush 
Nursing Hospital, home of Matron Sloan, Chris (a (male) nurse), Lucy (also a 
nurse) and Luke (an orderly) .17 
In "Apparitions" ( 1991), it is to some degree a different version of the Wandin 
Valley community that is confronted with the series' first gay HIV positive 
character. The scene is set in the first episode of the story block with the "return" 
to Wandin Valley of one of its own, a local cricket hero (Stuart), who once again 
"carries" the issue of the week, HIV.1 8 In the second episode, Stuart, his family and 
the community all attempt to cope with the fact that he is HIV positive. The 
fundamental difference between this block and "Sophie," however, is that for the 
the extended analysis of subplots in episodes such as "Taking the Plunge" (1983) and 
"Unemployment- A Health Hazard" (1984) in Tulloch and Moran (1986). 
1 6There is a more extreme example of this "homosexual panic" storyline found in the block titled 
"Fruit of the Vine." In this set, local Cookie and a friend (played by Graeme Blundell) are caught drunk 
in drag. The friend, and Cookie by implication, are suspected of being gay, a state described by Esme 
as "unthinkable." Similarly, in relation to the earlier gay episode mentioned above, Sam Rummery 
comments, "the episode ends with an unimaginatively set-up attempt at irony. Three of the town's 
football team - poofter bashers all - appear in drag as part of a club entertainment" (Campaign, March 
1982, p. 34). 
17This season is the one prior to the arrival of the three later core characters of Harry (a doctor), 
Kate (a nurse) and Rosemary (the matron). 
18Stuart's status as a local cricket hero clearly works indexically to signify that Wandin Valley is a 
place where people are happy to acknowledge "success" in terms of a local boy made good in a rather 
conservative, nostalgic sport. 
gayHIV episode, the characters whom the virus impacts upon most are not 
permanent characters, they are guest stars. 19 
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The distance established by the use of guest characters is particularly important in 
establishing Terence as a learned liberal adviser. This role is one which combines 
scientific reason (HIV is not contracted through day to day contact) with medical 
compassion (in easing the pain of others) with the pedagogic role of the liberal, 
broad-minded teacher, in line with the program's "pro-social" approach. Terence, 
as the core character, is assisted in this task by the supporting characters Matron 
Sloan (the stern but caring mother-figure), Chris (the sensible nurse, a single 
father) and Lucy (the nurse who has previously cared for a young child with AIDS-
"one of the hardest things I've had to do"). Accordingly, Terence fills the role of 
counsellor to both the man's mother and his father ("with a healthy lifestyle and 
the help of a drug called AZT ... "), while Matron Sloan provides a strict, health 
professional mode of address: 
[i]n my hospital we're concerned at all times with the dignity of the 
patients. Now, we're all here to do a job. It is not part of that job to be 
judgmental about the patients. It is part of that job to maintain safe, hygienic 
standards. 
Appropriately, these characters all help to "teach" the rest of the hospital staff, 
many of whom wear masks and gowns in the ward or even go on strike, that they 
need not panic in the presence of someone with HIV. 20 The primary message of the 
episode is therefore the systematic management of the homosexual HIV case. 
Secondly, following the standard A Country Practice formula, these medical figures 
have parallel figures in the general community. Core character Shirley Dean, for 
example, demands of Bob Hatfield (both permanent characters) in the local pub: 
"what's the matter how he got it?" This, of course, stands in contrast to the 
"Sophie" episode in which it certainly did "matter" how Sophie contracted the 
virus because this directly impacted upon the position of Terence, a core character. 
The character of Shirley is therefore a useful narrative agent - more significant, in 
fact, than Ang and Stratton's (1995, p. 133) description of her as "the Valley's 
191t should be noted that the status of the guest family in this episode is lifted by the use of "star" 
actor, Lorraine Bayly, who plays Jean. Bayly is a character actor and the mother figure is her forte. 
Though by 1991 Bayly's star status had dropped significantly, from 1976 she enjoyed a very high 
national profile through leading roles in both The Sullivans and Carson's Law. 
2°Luke, who has previously declared "I don't like gays," offers Stuart (the HIV patient) a cup of tea 
and remarks on his cricket achievements. After he later takes a TV set into him, Matron Sloan says to 
Terence, "we might just make something of that young man now." 
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benign matriarch overseeing its private sphere." The character of Shirley is useful 
in that she is able to move between both the medical community and in the general 
(pub) community as one of the locals. In this way, she achieves what Terence, 
Chris, Matron Sloan and possibly even Lucy could not since their positions of 
authority distance them to some degree from the other characters - and 
conveniently establish a space between them and the subject of AIDS. It is Shirley, 
therefore, who is working to establish a community heath centre and who tells 
Terence, "there's a whole AIDS program they want to get going for country areas." 
Terence, articulating the lesson learned by the ideal, imagined audience, replies, 
"that need has really been brought home to us in the last couple of days." 
Finally, however, it is Stuart's own attitude that assists in his "assimilation" back 
into the community. In answer to Matron Sloan's question, "when did you realise 
that you were ... were ... " Stuart replies, "Gay? I've never felt anything other than 
just me. Not strange or unusual, just me." This is an attitude that is again 
reinforced by Stuart's final statement on his condition: 
if there's an upside to all of this, it has to be how the gay community has 
changed. When I first went to Sydney it was all so self-centred and 
hedonistic, but now so many people are dedicating themselves to caring for 
others, I' II be fine. 
While there is in this statement some acknowledgment of the actions of the gay 
community in dealing with AIDS, it does construct AIDS as, if not "revenge" for this 
formerly hedonistic lifestyle, then at least as some kind of "cleansing" force. And it 
does this without giving any indication of the seriousness of its impact upon that 
community. The implication is that all the gay community had to do was get its own 
act together (by way of an agent like AIDS) and everything could be, as Stuart says, 
"fine." This approach is characteristic of the ACP of this middle period and 
represents an early form of the liberal discourse that characterises its final years. 
It embodies the normalising urge of both the later ACP and the most recent national 
AIDS media campaigns in that it suggests homosexuality and HIV can be acceptable. 
The series effectively monitors this process, however, by suggesting limits in the 
degrees of acceptability and social incorporation. 
In a departure from the naturalist mode of most episodes of ACP this block features 
a sub-plot with a fantasy element in which two young girls, one of whom cannot 
speak, become lost in the bush. They are "saved" by the apparition of a unicorn. In 
a parallel with the breaking of the silence surrounding Stuart's family and their 
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failure to understand one another, the little girl speaks again. There is some 
explanation for this extraordinary linking subplot in that the unicorn was thought 
to be both a symbol of purity and healing for people who were sick and a protection 
against the great plagues. The point of this plot device, presumably, is to emphasise 
that people don't need to kill unicorns for protection - there is no need; kindness 
and care will themselves ensure protection. But it must be asked: what is this 
analogous protection taken against? Is it against AIDS itself, or is it against Stuart, 
the "carrier" of AIDS and in whose body the "great plague" remains firmly rooted. 
The imprecise analogy used here leaves a considerable degree of uncertainty. 
Similarly, it is questionable whether the notions of "healing" and "purity" can be 
translated in the major plotline to Stuart's illness or to the "sickness" in the 
family. In anything but an overly euphemistic reading, it is not Stuart who is healed 
and made pure by the end of the episode. More likely, it is the "dysfunctional" 
family. 
It is important to recognise, however, that while the episode block is, on the 
surface, about an HIV positive gay man who returns to Wandin Valley, in terms of 
the narrative exploration of this subject, there is an examination and questioning of 
the taken-for-granted rules and conventions upon which "family life" is built. 
This is a dysfunctional family and the required work on the self on the part of all 
participants is accompanied by the need for work on the family. At the beginning of 
this episode, the family is split; at the end it is reformed. It is important however, 
not to mistake this "reformed family" as a reunited family, restored to the stable 
position it held before the conflict. And this aspect is the episode's strength. 
The fundamental failing in this family is lack of communication and this theme is 
explored in a range of related elements within the plot: through the actions of 
Matron Sloan (trying to "initiate some communication"); in the subplot about the 
young girl's "discovery" of speech; in the efforts of the townsfolk, most notably 
Bob Hatfield, to have the family talk to one another; in the actions of Vic, Stuart's 
father, in the concluding family scene (all that is said is "I've been thinking," as he 
takes his son's hand); and perhaps most importantly in the efforts of Stuart to 
explain something of his sexuality to his mother who struggles to put aside the 
barrier formed by her religion and begins to question the very foundations of her 
family life. In one scene Jean exclaims to her husband "we never talked to him 
about anything personal" and reveals that Vic wouldn't kiss Stuart goodnight after 
the age of eight on the understanding that "men shake hands." Though ultimately, 
the HIV positive gay man doesregain control of his life, this is achieved at the cost 
of a further rift in the family bond. If anything, it is the mother of this family who 
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suffers most at the end of the episode as Stuart refuses her offer to move to Sydney 
with him and act as his nurse, preferring the help of others within the gay 
community. The process of Jean's offer and rejection therefore effectively breaks 
the core family relationship of husband and wife. The problematic nature of this 
conclusion must, however, be acknowledged. The return of the father is 
accomplished in a remarkably brief and spectacularly trouble-free resolution: 
quite apart from the tension "overcome" in the father-son relationship. While in 
this storyline it is the mother figure who is left to carry the heaviest emotional 
burden, in practice it is also the middle aged woman who has traditionally assumed 
the vital role of carer to the sick. 
The "tears and joy" formula employed by A Country Practice as soap-drama is 
similar to that of a range of (mostly US) sitcoms like Roseanne and Family Ties (a 
contemporary of A Country Practice for a number of years); part of their success is 
their capacity to achieve moments of great pathos within an otherwise "happy 
ending" narrative formula. When A Country Practice does this well, it is arguable 
that the degree of sympathy afforded to the characters is greater than that which can 
be achieved on a more aggressively pro-social program like GP. Given that the 
resolution and the restoration of social harmony are not of the same order of 
importance in GP, this challenge to its constitution is much more pronounced. 
Furthermore, while A Country Practice is not in the business of overthrowing 
fundamental social institutions, the episode's willingness to question the otherwise 
self evident value of the family unit demonstrates the prioritisation of the notion of 
community over (at least nuclear) family. 
This final observation has significance to the later episodes under examination. It 
can be argued that in "Apparitions" the reformed family is not one which stands 
alone: it stands as the figure of the family within the community. In A Country 
Practice, then it is possible to identify two fundamental social units: the romantic 
couple and the larger,. extended community. 21 While various romantic relationships 
are formed or dissolved among the characters appearing in the five episodes 
examined here, there are only two families of more than two members, one nuclear 
family unit, and one family of more than two generations.zz In this way, the "family 
21 The Richmond family is the only family of more than two members. Apart from the couple, Shirley 
and Frank, the father and daughter pair, Chris and Jessica, and the brother-sister pair, Kathy and Matt 
(Matt does not appear in this episode), the other characters are all single: Terence, Matron Sloan, 
Lucy, Esme, Bob Hatfield and Cookie. 
22The romantic couples are: Terence and Alex, Terence and Rosemary, Lucy and Matt, Harry and Kate, 
Tom and Anna, Darcy and Hugo, and Shirley and Frank (who married early in the series and were 
"parted" when Shirley was killed at the end of "A Kiss Before Dying"). The nuclear family "unit" is 
that formed by the partnership between Anna and Tom, with Anna's son Billy. The family of more 
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drama" explored through the figure of the guest family is limited in its impact upon 
the community: the social cohesiveness of Wandin Valley is maintained through the 
figure of the community, not the family. 
This scheme whereby a nuclear family unit is constructed as an "outsider" figure 
also has implications for the operation of core characters, since in "Apparitions" 
the core characters act as "advisers" rather than as "models" of family life. Thus 
Chris McAuliffe was only partially correct in his prediction (in 1989, two years 
before "Apparitions") that 
[s]ince the family is the basic bond uniting A Country Practice characters 
(closely followed by the community), the image of AIDS could be expected to 
circulate around the family, especially since it has been de-homosexualised 
by "Sophie." AIDS exists within this framework as a force which will either 
break the family apart or bond it more closely (p. 39). 
The prioritisation in problematising the community over the family also seems to 
contradict Albert- Moran's classification of A Country Practice in the second part of 
his Images and Industry ( 1985) under the title "Drama as Image: Television and 
the Family." Moran's argument is that at production level discourses of 
"Australianness" are of primary importance whereas in an analysis of the 
television program itself it can be seen that "the domestic scene, the family, 
becomes central, while discourses on Australia are marginal" (p. 11 ). Moran's 
comments however relate to the first four years of the program ( 1981-1985); 
instead of challenging his claim in relation to these early episodes, it will be more 
productive to explore this functioning of the figure of the family in the text that 
could be regarded as "the later A Country Practice" - from the time of 
"Apparitions" on. In particular, it will be important to distinguish between the two 
terms that Moran uses interchangeably here: "the domestic scene" and "the 
family." It can be argued that in A Country Practice - and in fact in most other 
Australian drama and soap programs - the site of "the domestic scene" is a 
different site altogether from that of the family. 
than two generations is that of Darcy and her Grandpa, who are joined by Darcy's mother (and 
Grandpa's daughter) Bernice in the second episode of "Little Boy Blue." 
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3 New times: embedding the discourse of liberalism in A Country 
Practice ("Little Boy Blue," 1992; "A Kiss Before Dying," 
1992; "True Confessions, 1993); The Flying Doctors ("Being 
Positive," 1991); and Blue Heelers ("Stop For A Bite," 1994; 
"A Question of Courage" /"Out of Harm's Way," 1995). 
The most important aspect (for this project) of the difference between the early 
texts and the later texts of A Country Practice is the capacity of this later ACPto 
speak more coherently and confidently of subjects such as homosexuality, safe sex 
and HIV I AIDS. In the late 1980s there is a shift in the larger discursive framework 
of A Country Practice which enables the program to address these subjects in some 
detail, and more importantly, with a similar degree of authority and competency to 
that which the program might deal with any other medical or social issue. This is 
not to say that A Country Practice underwent a total transformation: the series had 
consistently followed an "issues drama" format, using key characters imbued with 
a particular degree of authority and credibility (usually by way of their 
occupation) to speak on important matters- to "teach" the audience. 
But the "pro-social" nature of the series in its early years emphasised more 
orthodox social positions that, at least within the framework of the medical 
establishment presented by the series, were indisputable. It is the argument of this 
study that key production personnel associated with A Country Practiceadaptedtoa 
changing social field that is evident across several forms of cultural and artistic 
expression, as well as in state-initiated projects of the time. Accordingly, the 
pedagogical function of the early ACP was more aligned with the medical focus of the 
series than with the broader social focus that was to develop. Evidence for the 
perceived importance of the pedagogical element, even in the area of critical 
studies, can be found in Liz Jacka's comparison of ACPand GP in The ABC of Drama 
( 1990, p. 88). Jacka's argument that "A Country Practice could claim to cover 
social and medical issues with the same seriousness and accuracy as GP" is 
predicated on the use of the pedagogical method of social problematisation as the core 
defining feature of these programs. While chief medical practitioner Terence Elliott 
had often been called on to lecture on medical matters, this spectrum of complaints 
did not embrace all medical matters, and hence the conclusion of Tulloch and Moran 
(via James Davern) in 1986 that AIDS was one subject that the show "wouldn't 
touch." 
The dramaturgical format of the "pro-social" series has always required some note 
of contestation in its acts of problematising social issues. As a result, while the 
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early A Country Practice often raised alternative points of view, it was less likely 
to invite the viewer to assume an alternative point of view and often exhibited an air 
of ambivalence. Indeed, producer Lyn Bayonas has claimed that the series did not try 
to push any particular viewpoint: "when there is a contentious issue, we expose and 
discuss all sides of the argument. The pity is, some people just don't want to 
listen."23 Similarly, in an assessment of the series at this time, Jan Macintyre 
( 1984, p. 24) examined such aspects as the roles of male nurse and female vet and 
concluded, 
the script can be read as functioning to sustain existing values whilst 
simultaneously questioning those values by showing deviations from 
traditional stereotypes and alternative moral views and actions. 
Despite Macintyre's insistence that a rape episode from 1994 "allowed for deep 
exploration of various community-held attitudes" and provided an opportunity for 
the audience "to question the underlying societal values of which those opinions are 
an expression" (p. 7 4), it can be argued that the implications of the program's 
ambivalence in committing to any genuinely alternative viewpoint were that the 
established order simply reasserted itself. 24 Hence Kay Schaffer ( 1994, pp 44-
45) in her analysis of the surrogacy episode from 1991, concludes that the various 
elements of the episode: 
evoke a complex set of contradictory rational and emotive responses, and stir 
the deeper layers of memory and desire. At the same time, despite the 
complexities offered by the filmic codes and narrative devices which develop 
its ostensible theme, the episode invites viewers to position themselves 
within a pro-natalist ideology of natural motherhood .... Far from settling 
the moral and ethical dilemmas arising from new medical technology, it 
displaces them through emotionally evocative scenes of maternal bliss, 
secure familial bonds and communal. love. 
This episode ("The Price of Love") was taken from the 1991 season, at the end of 
the second "phase" of A Country Practice. By this time, the series has certainly 
adapted sufficiently to be able to discuss more complex medical issues (including 
HIV in "Apparitions" from the same season), but the season does not exhibit the 
more coherent alternative philosophy of the following two seasons. 
231nterview between Lyn Bayonas and Bettina Arndt (Arndt, 1983, p. 74). 
24The episode, "A Lady's Choice," poses the familiar questions of women who have been raped, "did 
she ask for it?" 
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It is important then to outline just what it is that distinguishes the later A Country 
Practice from its earlier forms and allows these subjects to be discussed. These 
changes can be grouped as follows: 
1 . a decline in the role of comic-vaudeville elements of the series 
accompanied by a refined expression of the pedagogical function; and 
2. a change in character lists, incorporating more "broadminded," 
"sophisticated" characters. 
It should be emphasised that these two elements are interconnected and are both 
prerequisites in establishing the underlying liberal-democratic discursive regime 
advanced by key creative personnel in the later ACP episodes. Hence this changing 
cultural mix, and its associated tendency to problematise social issues along a more 
explicitly defined liberal democratic line, allowed for the introduction of issues like 
HIV I AIDS. These evolutions in the cultural orthodoxy of ACPadvanced a changing 
sense of _place and helped to reshape the "social fabric" of Wandin Valley. 
3. 1 Shift in tone: from comic-vaudeville to sophisticated-liberal 
It has already been observed that the nature of A Country Practice as an issues/ soap 
form of television drama can be measured by the division of action and characters 
into A plots and B plots. Whereas the plotline that constitutes the "issue of the 
week" is located in the A plot and is conveyed through appropriate core characters, 
the weekly plotlines that form the ongoing "story" of A Country Practice are played 
out through the B plots. There are two key differences between the way these B plots 
functioned in the early A Country Practice compared to the later version. 
First, while in both phases the core characters themselves are involved in a 
gradual, series-level narrative development, this degree of "continuity" is more 
pronounced in the early years than it is later in the series. In the early 1990s 
there was less of an emphasis on the "saga" in that A plot issues became more 
important: as the B plots tended to focus on the activities of core characters rather 
than marginal characters, the importance of these characters in the overall story 
was heightened. So while the 1983 storyline concerning Cookie's terror at the 
insinuation that he might be gay along with his ensuing engagement to Esme and his 
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"homelessness" takes six or seven weeks to develop, in the later series it is only 
romance and pregnancy that are given such scope within the ongoing narrative. 25 26 
Secondly, the "demotion" of the marginal characters meant that the 
comic/vaudeville elements that characterised the early years of the series all but 
disappeared. In the first years of the series the actions of Cookie, Bob and Esme 
could sustain a single, dedicated B-plot; in the later years the characters of Cookie 
and Bob Hatfield declined in importance and finally disappeared (along with Fatso 
the wombat) so that stories of "the activities of the locals" were left, to a large 
extent, to the actions of the core characters. 27 
This demotion of the marginal comic characters and the promotion of the core 
characters has its greatest impact in the final two years of the program. As new, 
more "sophisticated" characters with essentially middle class, liberal values 
arrived, the only remaining original characters were Terence, Frank and Esme. 
Terence, as the senior medical practitioner, had always maintained some distance 
from the slapstick/ crackpot activities that surrounded him in the early days and his 
character was suitably fine-tuned to take account of the new changes- hence a 
remark of Terence to Rosemary in "A Kiss Before Dying," "I am, I hope, a vaguely 
reconstructed male." Frank and Esme, however, were significantly downgraded in 
their importance - Frank since he retired as the local police officer and 
subsequently lost his partner (Shirley), and Esme in that her role became one of 
supporting or reacting to the activities of the core characters. 
This decline in the comic elements that characterised the early years of A Country 
Practice is accompanied by the introduction to the series of a different kind of 
character: the sophisticated, cosmopolitan figure. Included in the list are Harry, 
Kate, Bernice, Darcy, Hugo, Tom, Anna and Rosemary; in fact all of the later 
25Weddings have predictably formed high narrative moments in the show's history and in 1993 
Channel 7 devoted two weeks' midday programming to the screening of the ACP weddings. Zalcock 
and Robinson (1996) describe weddings as a "key archetypal choice" in soap opera narratives, "often 
used for a binding together, a temporary healing of conflict, or resolution, before the cycle begins 
again" (p. 92). 
261n the three episodes from 1992-1993 that are examined below, the B plots involve the birth of 
Lucy and Matt's child and the return to the Valley of Bernice ("Little Boy Blue"); the organisation of 
the local dance and a children's birthday party, Tom's learning to ride a horse, and the exit from the 
series of Shirley ("A Kiss Before Dying"); and Harry and Kate's engagement/Kate's pregnancy/the 
couple's departure, and a romance between Bernice and Robbie Agnew (''True Confessions"). 
27Kay Schaffer (1994, p. 47) provides a comment on the employment of Cookie and Bob Hatfield in 
their final season with the show, "The Price of Love" in 1991: "Time out for commercials. Then back 
for a counterbalancing bit of vaudeville entertainment and some skylarking with Cookie and Bob in 
their quest for the yabbies, before a return to the central drama of Tracey and Meg [the characters in 
the surrogacy storyline]." 
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generation of core characters. The first four of these are all card-carrying "small 
L liberals" and most of them came to Wandin Valley from the city. 
Of this list, a first, primary group of "liberal" characters can be formed from 
Harry, Kate, Bernice and Darcy. In Little Boy Blue" (the gay bashing episode) and 
"A Kiss Before Dying" (an AIDS episode), Harry is positioned as an ally of the two 
gay men, with a history of gay friends. Similarly, in "A Kiss Before Dying," 
Bernice is presented as the kind of character who has gay and even HIV positive 
friends and she refers to someone in the pub who has been making homophobic 
comments as a "redneck." This kind of "redneck" behaviour is precisely that which 
the local comic characters were seen to engage in ten years previously. In 1992, 
however, it is the temporary characters who are uncomfortable with his sexuality, 
not the permanent ones. In a dramatic change from the tone of the early A Country 
Practice, Max is accepted by Perce, Bernice's father (and Darcy's grandfather) -
one of the otherwise "crusty" locals who, in the early days, would almost certainly 
have been constructed in much the same terms as Cookie, Bob Hatfield and Esme 
Watson. 28 
This shift in alignment of the more marginal local characters in A Country Practice 
is also evident in the changing social configuration of The Flying Doctors around this 
time. At the time of the second HIV episode "Being Positive" in 1991, times- and 
characters - had changed, and the series had been injected with the same 
"liberalisation" of characters that marks the later ACPepisodes.z9 A new doctor, 
Rowie Lang, represents the most forthright and vocal "liberal" character in the 
series30 which also features three new employees within the RFDS - Penny 
Wellings, Steve MaCauley and Clare Bryant, the new radio operator. The town of 
Cooper's Crossing therefore presents a different context for the reception of 
homosexuality and HIV than the town in the earlier episode. 31 
281ndeed, there is a suggestion of romance between Perce and Esme in this episode, and the two are 
seen dancing together at the ball at the end of the episode. This understated romantic partnership is 
far removed from the excessive, comic "engagement" of Esme and Cookie ten years earlier. 
29By the time of this episode, Geoff Standish, the doctor who arrived at Cooper's Crossing in the 
first HIV episode, has settled in to the community and married local girl, Kate, in a wedding ceremony 
Albert Moran ( 1994, p. 185) likens to that of Simon and Vicki in ACP as "a celebration of community 
as well as personal involvement." 
30 Perhaps an act of ideological "accreditation," the role is played by Sarah Chadwick, who played Dr 
Cathy Mitchell in GP and went on to play the lesbian wife of Hugo Weaving's character in The 
Adventures of Priscilla, Queen of the Desert. 
31 1n the story, the HIV positive character, Jerry, known for his humanitarian work in the district and 
overseas, returns to the town from an outlying property to warn four of the central characters -
Geoff, Rowie, Johnno and dare - that they should take HIV tests on account of their involvement in 
an accident some months previously in which they all came into contact with his blood. Jerry has only 
recently discovered that he is HIV positive, having acquired the virus when on an overseas aid trip in 
Zaire. Though they all test negative and Jerry leaves to pursue his work, the episode effectively 
examines attitudes surrounding HIV I AIDS through the contrasting experiences of the four core 
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Though the episode uses the same device of establishing the weight of conservative 
opinion against which to judge the actions of the more "enlightened" characters, in 
this episode the "extreme" position is embodied by an unpopular local pastoralist, 
Jock Cavendish, who serves to represent the discriminatory attitudes that the new 
liberal characters can react against. Thus Jerry, the HIV positive character is at 
one end of the scale of liberal enlightenment; Jock, the conservative old pastoralist 
at the other; and the doctors and staff of the RFDS in the middle. In this respect, the 
episode displaces the function of the group of "locals" used in the earlier episode. A 
subplot dealing with Jock Cavendish's treatment of a group of Aboriginal people is a 
useful device for foregrounding the attitudes and ideas of the central characters. 
However, its representation of the extreme nature of these beliefs inevitably has 
less impact on "the town" than it might if the issue was premised in relation to the 
group of "locals" used in the earlier episode. Additionally, the space that is afforded 
to the HIV character, in the end, is little more than that given to Jock Cavendish. 
Though the extreme character is useful to the plot, the time occupied rebutting his 
extreme views could have been better spent exploring the issues for Jerry, the HIV 
character. 
In this sense, the episode highlights a familiar failing or limitation of liberal 
discourse: it problematises and normalises, but in most instances seeks only a 
veneer of tolerance, constructed not so much out of an examination of its own ethical 
regime, but by distinguishing itself from a patently unacceptable and 
confrontational extremism. The figure of social harmony built on this veneer is 
more desirable than conflict, but it is unstable, and ill-founded. The episode in 
question does feature a mix of "lecturing" and some moments of genuine compassion 
and understanding, as do several of the later ACP episodes, but unlike GP, it has no 
means of piecing these moments together within a broader vision of the social. In 
response to a suggestion of fear and misunderstanding on the part of her partner 
(Johnno), Rowie stoically defends Jerry's pQsition, dismissing his 
"responsibility" for their possible infection and speculation on his sexuality: 
you know there are a lot of ways people can get this .... What if it was a little 
kid who got it from its mother or a haemophiliac who got it from a blood 
characters. The technical aspects of the production assist the narrative premise by generating 
suspense through a sequence of short, inter-cutting scenes immediately before the third ad break, 
alternating the pensive attitudes of the four characters. Sophisticated lighting in these shots 
emphasises the characters' dark and disturbing thoughts. 
234 
transfusion .... There's no sliding scale of respectability among the victims 
of this thing. 
The somewhat self-righteous and overly pedagogical approach demonstrated here is, 
however, tempered by that of Clare, however, who also presents a brave face, 
assuring Jerry that she does not blame him and quietly adjusting to the possibility 
that she might be HIV positive. When Kate asks if she should cancel a surprise 
birthday party for the day Clare gets her test results back, Clare refuses: "if I have 
caught it, I'll need my friends. At least I'll celebrate having got this far." Her 
thoughtful and caring approach is exceeded only by Jackie (the RFDS nurse) who, 
while not directly threatened by HIV, is also personally challenged by the return of 
Jerry. 
The most challenging aspect of the text is its consideration of the subject of sex and 
HIV. In a demonstration of a key dramaturgical imperative of narrative based 
television drama, the major plot issue becomes the fate of the "romance" between 
Jerry and Jackie. Jackie decides that she still loves Jerry and tells him, "we're 
adults, Jerry. People can take precautions." This suggestion of an active sex life and 
a full relationship between these two characters is perhaps the episode's most 
important development, but again the liberal democratic frame of reference fails 
this challenge and the two characters part when Jerry decides that he cannot involve 
himself in Jackie's life. 
In assessing this episode, it should be acknowledged that the failed romance cbes 
make Jerry's "plight" more meaningful within the narrative, as it draws on one of 
the series' most important, ongoing discursive threads. This relationship humanises 
Jerry's position more than any of the glib liberal statements uttered by the other 
characters; but ultimately, the romance sub-plot - the very feature of the 
dramaturgical form that makes Jerry's position more meaningful- in the end also 
denies his long-term importance. This is a view from within: it is Jackie's position 
that is discussed and defended by her friends and colleagues in Coopers Crossing; it 
is she who suffers by the "rejection" from Jerry. The series is about a small, 
relatively stable group of characters living in solid, culturally familiar rural 
community. There is no place in this scheme for an HIV positive character.32 
32 lan Craven (1992, p. 250) remarks on another moment of "disruption" that had more long-term 
effects on the construction of community in the series. Craven observes that an episode featuring an 
Aboriginal doctor who exposed the town's past acts of violence and dispossession not only 
undermined the authority of a core character that was never retrieved and argues that the episode 
was powerful because it challenged the core feature of the series in establishing an official national 
(and paternalistic) construction of Australian history. Like the challenge to the romantic bond in the 
"True Confessions" episode of A Country Practice, this critique is perhaps more powerful than those 
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Ultimately, then, the "pastoral drama" succeeds over the pro-social elements in 
this episode as in the previous AIDS episode of The Flying Doctors. And, as in the ACP 
episodes, "Little Boy Blue" and "A Kiss Before Dying," the person with AIDS is 
expelled and the social order is restored - largely as a result of the inherent values 
of the town and place. Unlike A Country Practice, however, both episodes of The 
Flying Doctors end on a note of celebration. Like the self congratulations often 
offered to the liberal outlook of the residents of Rome, Wisconsin in the US series, 
Picket Fences, "Being Positive" champions the local community- this is evidenced 
both in the funeral service of the first AIDS episode and in the words of Jerry, the 
HIV positive man speaking on the radio in the second: 
I want to do a wrap up for the greatest group of professionals that I've ever 
met: the men and women of the RFDS base at Coopers Crossing. 
This is a fundamentally different world view then, than that held by the men and 
women of the Ross Street surgery in suburban Sydney. It affirms Cunningham and 
Jacka's (1996, pp 163-164) assessment that the series' appeal to overseas 
audiences, rather than based on the show's pro-social agenda that frequently 
advanced a forceful rights-based discourse in relation to the issues it covered, was 
explained by "the warmth of the portrayal of social solidarity and communitarian 
values of helping people in crisis." In contrast, however, in A Country Practice it 
is possible to identify an increasingly confident pro-social discourse. In the later 
episodes of the series there is a tension between traditional ways of conceiving 
illness and newer, alternative outlooks which characterise the evolving social 
structure of the Wandin Valley of the 1990s; indeed, they indicate the moments in 
which the series is most successful in addressing social issues. These moments, it 
can be argued, derive their credibility from the synthesis of a faithfulness to the 
original concept of representing life in a peaceful rural Australian community and 
an evolving liberal democratic ethos that provides a coherent framework through 
which to examine the life of this community. 
3. 2 The liberal-democratic frame of reference 
This evolution of the series was not, however, a smooth and seamless process. While 
some of the existing characters could be fine-tuned, clearly the use of vaudeville 
was not appropriate to this new form and the audience demographics it was designed 
which originate from series like GP because it comes from within the heartland of such values - as 
Craven notes here, "'weak' multiculturalism could be challenged on its own ground." 
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toentice.33 More importantly, as the continuing though diminishing role of the 
"pedagogical moment" shared the agenda with the more explicitly political "liberal 
moment," the series was at times characterised by a form of "political 
correctness" which marked those occasions when the new philosophy appeared to 
over-extend the old dramaturgical premise. However, it is important to recognise 
that the liberal-democratic framework is not wholly constituted by this pedagogic 
approach. There are two forms of expression of the liberal moment then, that should 
be noted and distinguished. 
In the three episodes under analysis, there are several scenes that clearly fit the 
category of the "JNP lecture." In two of these a medical theme is expanded to 
valorise the "efforts of the gay community" in relation to HIV I AIDS care and 
prevention; in both cases it is Terence who takes the role of teacher. In "True 
Confessions," lead character Terence Elliott espouses a view on confidentiality of 
HIV status: 
... if people can't be sure that what they discuss with medical practitioners 
remains confidential, they won't discuss anything at all. Particularly 
something as stigmatised as AIDS. So people don't talk about it. Information 
becomes constricted, the safe sex message doesn't get through and that's 
putting people's lives at risk. I know it's a dilemma.34 
It is an indication of the new A Country Practice philosophy of this era that at a 
series level, there is a consistency between this statement on the part of the lead 
character and his position in relation to a guest character who died of AIDS in the 
previous season. His statement about safe sex then, contrasts to his commendation of 
the efforts of the gay community. In "A Kiss Before Dying," Terence offers a 
recognition of the gay community in the treatment and care of people living with HIV 
and AIDS and defers to the knowledge of his patient: 
331ndeed, Executive Producer James Davern, acknowledges (and laments) the fact that these 
characters had lost their appeal to a changing audience demographic: "Bob and Cookie sort of died 
with their generation and with that tradition of Australian rustic, rural humour ... those old Australian 
characters have no meaning to the young audience and ... the young audience is the one that the 
television channels need to attract ... " 
341n the story, partners Terence and Rosemary debate the ethics of maintaining doctor-patient 
confidentiality in relation to guest character Toby Olding's newly-diagnosed antibody positivity. They 
measure the rights of Toby against the broader rights of Toby's wife, Olivia, to be informed of his HIV 
positive status: Terence favours Toby's "rights" while Rosemary sides with her friend, Olivia. 
the gay community has educated itself thoroughly about AIDS. It's part of 
taking control of the disease. No, it wouldn't surprise me if Max knows 
plenty more than I do. 
237 
This position is, of course, quite removed from that of the "Sophie" episode in 
which Terence, along with Wandin Valley, the series itself, and Australian 
television drama in general, was still in the early stages of exploring the topic of 
AIDS. In fact, in this scene reference is made to Terence's own personal experience 
of the disease- the statement that prompts this response by Terence is Harry's 
observation that Max probably knows more about his condition than "you" 
(Terence) or "I" (Harry). The qualification is made, however: "well, maybe not 
more than you." It is quite significant therefore that A Country Practice at this 
point privileges the issues/series aspect of its form over the soap/serial side: 
"Sophie's ghost" is explicitly named by Terence himself and the regular practice of 
soap would be to prioritise this aspect of a character's (and the series') narrative 
history. 
The series therefore invests in its lead character a degree of credibility through his 
personal insight. In addition, it boosts that level of credibility by understating (in 
soap opera terms) this connection: the past tragedy is not reinvoked in an effort to 
subject the lead character to some deep personal disturbance. Instead, the core 
character acknowledges the informed position of the (guest) patient and the 
community to which he belongs and recommends that his subordinate take the "AZT 
prescriber's course." (Being the liberal that he is, Harry has already enrolled in 
the course). In Robert Allen's (1995, pp 7-8) terminology (and contrary to 
Allen's own argument) this would be a clear case of the "syntagmatic determinacy" 
of this single block addressing the issue of AIDS taking precedence over the 
"paradigmatic complexity" of the Terence's personal, family life. Importantly, this 
scene succeeds where the previous one does not partly through the way in which 
Terence's well-established authoritative subject position is deployed within the 
scene. In this second scene, a fellow liberal is used in a supportive role, asking the 
questions that allow the lead character to reveal himself as personally affected by 
the issue yet admirably composed about it - personally implicated yet sufficiently 
detached to remain professional and helpful. Harry, accordingly, is well-disposed to 
take that advice. 
The later episode "True Confessions," also succeeds in establishing a close personal 
involvement on the part of a lead character, yet it does this by expressly 
undermining a residual "will to lecture" on the part of the Terence Elliott 
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character. In this episode, Terence's safe sex advocacy is wasted on Rosemary- and, 
importantly, on the audience. His comments on safe sex, delivered in lecture mode, 
appear as detached professionalisms against the authenticity and eminent 
reasonableness of Rosemary's pleas on behalf of her friend for Terence to break his 
commitment to patient confidentiality. The scene and the episode end with Rosemary 
clearly stating what she sees as the priority of this personal duty: "she's my 
friend, Terence." Thus Terence's position is highly compromised and he is left in a 
position where he fails in all his efforts to convince Toby to inform his wife. Rather 
than reinforce the importance of the lecture moment then, the process of social 
problematisation in this episode works to suggest that such an approach to complex 
medical and ethical questions is destined to fail. Moreover, the effectiveness of this 
"message" is underlined by its impact on the personal, serial level relationship 
between Terence and Rosemary. The final scene for these two characters in this 
block sees Rosemary question Terence on how he thinks it is possible to make a 
marriage succeed, suggesting doubts about both their own partnership and the 
otherwise seemingly untroubled partnership of Harry and Kate. This time, all 
Terence can offer, against the backdrop of a sunset over Wandin Valley, is the 
platitude, "they'll be fine. We'll be fine." This element of doubt is eased by a cut to 
the happy home life of Anna, Tom and Billy, but the episode then cuts to and ends on 
Harry and Kate's departure; the proximity of the scene foregrounding Rosemary's 
doubts leaves some residual uncertainty about the future of the departing couple. In 
this sense it is a telling moment in the series. It is a well-established narrative 
practice of ACP to send happily united couples away to some "other'' place; the 
suggestion that these characters might be shuttled off to tragedy rather than to 
happiness marks a significant change in the series itself 35. 
3. 3 Strategic lecturing: overseeing gay and HIV subjectivity 
This degree of uncertainty - and the relative failure of the pedagogical "JNP 
lecture" mode for the discussion of social issues - would seem to distinguish the 
above episode from others in the series. In fact, however, its approach reaffirms a 
desire for knowledge and stability, reflected most acutely in "Little Boy Blue," that 
results from the narrative impulse of television drama and its persistent 
investigation of the composition of the social field, of the values and conduct of the 
Australian community and its constituent groups. 
351t should also be noted that in the third episode under consideration here, "A Kiss Before Dying," 
long-time character Shirley is killed in an aeroplane crash. 
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The story centres around the bashing of Brett, who is a friend of core character, 
Hugo. Both Hugo and some local thugs discover that Brett is gay and attack the two 
friends. Hugo escapes, but Brett is badly injured and is flown back to hospital in 
Sydney. Harry tracks down the assailants as Hugo comes to terms with his friend's 
sexuality. The final scene in this episode sees the crystallisation of the theme of 
latent homosexuality on the part of one of the bashers, an idea that has been hinted 
at throughout as Harry, the liberal-minded but heterosexual GP, confronts Steve, 
the basher, and accuses him of being gay. Steve has spoken with a lisp throughout 
the episode, and was named by his homophobic father, Bruce Dawson, as a "nancy 
boy" who finally did something worthwhile (he initially rejects the idea of son 
being involved in a fight, attesting that "nancy boys don't hit other nancy boys-
they kiss and cuddle them"). Bruce Dawson is thereby aligned with the other 
participants in the bashing, whom he sees as aiding "the public interest" in helping 
to "shift them on, somewhere else." This is, of course, a view of the "public" that 
the later ACP expressly rejects. It represents the extreme, confrontational position 
of undisguised homophobia and cannot be sanctioned in the construction of a public 
built on the premise of equal opportunity (or at least, equality of opportunity). 
Not surprisingly, this is the most problematic scene in the episode and it is 
important to compare it to its companion "gay rights" speech delivered by Brett, 
the other, "out" gay character in the first part of the episode. The first of these 
scenes provides Brett with a "soapbox" opportunity to discuss his sexuality with 
Hugo: 
it's not that easy for me either. I don't mean it's not easy being gay- that's 
just what I am. I mean, that's as natural as having blond hair or being right-
handed. But I tell you mate, having to justify the details of your love life to 
the people you work with ... when it's just absolutely nothing to do with 
anyone, that's not easy mate. I mean, it's just not relevant, is it? 
You, you get a job at the club. Does anyone look at you sideways as if you're 
about to proposition them or something? Give them a fatal disease just by 
looking at them? You're not "Hugo heterosexual;" you're just Hugo. But I'm 
never just Brett. Not once people find out anyway. 
This scene, then, involves Brett speaking for himself, revealing himself to Hugo. He 
rejects Hugo's suggestion that it might be easier hiding his sexuality because Brett 
is "up front," on display. In the second episode, Brett is absent, removed to Sydney 
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for further surgery. In contrast to Brett, then, Steve is a "criminal" but he is also 
in a sense the "victim" who is seen to cower away from the truth. 
Harry: 
Steve: 
Harry: 
Steve: 
Harry: 
Steve: 
Harry: 
Steve: 
Harry: 
You know, I knew a guy when I was living in Sydney who was 
gay. He wasn't always ... at least he took a long time to realise 
it. [Steve looks down nervously] Or didn't want to face up to 
it. Do you know what he did when he was your age? He used to 
go out gay bashing with his mates- gay bashing, and he was 
gay. Weird. I think it's weird, don't you? 
Are you saying I'm gay? 
Oh I wouldn't have a clue. I've just met you. Are you? 
No. 
It doesn't worry me if you are or you aren't. Why do you 
reckon he did it, this friend of mine? 
Well, maybe he was scared. 
Yeah ... what of? 
Scared of being like them, the gays. 
Yeah, that's what he said. He was so scared of being gay, he 
hated anyone who was. Hated himself really. Of course he 
didn't realise that at the time, not until much later ... [close-
up of Steve's face]. Still hated himself then- not because he 
was gay, but because of what he'd done [long shot: Steve in 
focus in foreground; Harry slightly out of focus in 
background]. I don't know what it is that you're scared of, 
Steve, but whatever it is, it's better to work it out and face up 
to it; much better than what happened to Brett Cooper [Steve 
looks down, uncomfortable]. 
Clearly, Harry's position of power offers him the high moral ground, and this is 
used to lecture Steve on his behaviour. This is indeed the most problematic element 
of the episode. 
While the urge to lecture on pressing social issues is characteristic of A Country 
Practice throughout its history, this scene neatly articulates the essence of the 
series' liberal-democratic philosophy and its limitations. The final passage is the 
crucial one. Up to this point Steve has been able to establish himself at a positioned 
removed from, or in opposition to "them," "the gays." It compares the actions of 
someone who is gay and lives in Sydney, with Steve, who is ostensibly not-gay and 
who lives in Wandin Valley. At the point that Harry shifts his mode of address to 
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directly confront Steve, the over-the-shoulder shot technique is abandoned and the 
camera fixes on the Steve (at one point, in close up). Hence it is clearly established 
that Steve is probably gay himself and the scene is set for the articulation of the 
"moral" of the episode and the defining expression of the underlying philosophy of 
the ACP-brand of liberal democracy: it's better to work it out and face up to it. 
In a sense, the final words of this scene, "much better than what happened to Brett 
Cooper" are superfluous: it's clear that A Country Practice disapproves of gay 
bashing, and that's the topic of this episode. But the cure for this kind of action, the 
prevention against this kind of hate crime, is a message that is more enduring, more 
far-reaching across the wider ACP text. What it establishes, in effect, is that 
homosexuality and issues like it are acceptable and will be tolerated, to the extent 
that they are visible, knowable, and capable of being managed within this rubric of 
liberal democracy. Just as the residents of Wandin Valley can "cope" with the kind 
of sexuality represented by Brett Cooper - he who doesn't hide his sexuality, but 
doesn't "flaunt" it, either - the series itself can incorporate such subjects as 
homosexuality and HIV to the extent that they are conceived of and knowable within 
the discursive framework of liberalism. 
These two scenes exemplify the real inconsistency in A CPs attempts to effect the 
pedagogical mode in relation to AIDS and, specifically, its translation of "social 
issues" around this theme into a platform for AIDS education and prevention. It is 
not surprising that in general the more overt moments of this approach appear as 
clumsy social justice "inserts" into an otherwise smooth-flowing continuous 
narrative. Of course, it must be remembered that this tension between embodying a 
social theme and "lecturing" was evident in the program long before AIDS or 
homosexuality were considered acceptable topics. There is, however, an important 
implication regarding the extent to which social issues can be treated within a 
mainstream television drama program like A Country Practice: in the final 
analysis, what is learnt about sexuality and HIV through ACPis either learnt by 
heterosexual characters or taught by heterosexual characters. 
Liberalism's desire for information, then, re-establishes a normative code of 
behaviour that operates on two levels: first, a person's sexuality or HIV status must 
be clearly articulated; second, acceptance for the gay, lesbian and HIV positive 
person is predicated upon their own acceptance of the larger liberal-democratic 
social framework. The limitation of this scheme revealed by this episode is 
therefore that there is no reason, outside of the philosophy of the program, why gay 
men should conform to the model set by Brett Cooper. What is guiding the reasoning 
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here is the fundamental heterosexism of this model of liberal democracy - a self-
evident "standard" which privileges the heterosexual and measures everything 
against it. 
3. 4 Disruptive moments 
In so far as the "standard frame of reference" in A Country Practice is invariably 
the heterosexual, any consideration of HIV or AIDS, and particularly those which 
involve gay men, will necessarily be made to operate within this limited, pre-
defined discursive framework. A Country Practice thereby conforms to the 
representational practice described by Teresa de Lauretis: 
films that portray or are about lesbian and gay subjects may provide 
sympathetic accounts, "positive images," of those subjects without 
necessarily producing new ways of seeing or a new inscription of the social 
subject in representation ( 1991 a, p. 224). 
Without suggesting that a series like GP presents an entirely new frame of 
visibility - of what can be seen and represented- it is certainly the case that the 
consistently liberal democratic frame of reference of A Country Practice relies on a 
far more limited conception of the social field than that of GP. There are, however, 
moments in A Country Practice where there is some manifestation of the social 
democratic discourse of the ABC series. 
In "A Kiss Before Dying," there is a departure from the "model gay" embodied by 
Brett Cooper. The character of Max Blair (played by Felix Williamson) makes it 
clear that he has enjoyed a lifestyle far different from that of the "assimilated," 
liberal gay male. Like Stuart, the local cricket hero in "Apparitions" and Brett 
Cooper, the national cycling champion, Max Blair carries a distinguishing 
"achievement" (established in Sydney) that lifts him out of the "ordinary" of 
Wandin Valley life: he is a famous writer whose wdrk has even been read by local 
residents. Max, however, tells Harry that he engaged in anonymous sex sought out in 
clubs and bars- before he "got the message about safe sex"- and he later states 
that he has "seen and done things most people wouldn't dream of." In this sense, 
Max Blair is unrepentant for the lifestyle his extremist Christian brother-in-law 
(Ray) denounces as "unnatural, a sin, a perversion." Indeed, the Script Editor on 
this episode explains that the writers were aiming to represent a Derek Jarman 
figure who stands by all his conduct, regretting only his act of unsafe sex. 36 
The writers of the episode experienced considerable difficulty in having this 
storyline approved by the producers, and several complex issues are ultimately 
resolved through a "compromised" position whereby Max attends church and Ray 
comes to see the folly of his own ways through a lack of Christian charity coupled 
with a failure to support "family" - the overwhelming consideration. In the end, 
Max is accepted back into the house, but strictly on Ray's terms: 
Ray: Max, there's something I want you to understand-
Max: I know, you still hate gays. 
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Ray: I still feel the same way .... Maybe it's too deeply entrenched 
but you're family. you needed help and I refused to give it, 
It'll be a while before I can forgive myself for that. 
Max: Well, I forgive you Ray, and, more importantly, I'm sure God 
will. 
As in "Apparitions," there is a fatal flaw in this Christian nuclear - guest -
family. In a move that clearly manifests the limits of ACPs liberal democratic 
framework, the conservative character Ray cannot accept Max because the Jarman-
esque Max is never really accepted within the ideology of the text. Max is not Brett 
Cooper, the gay man whose greatest desire is to be "just Brett." However much the 
episode may appear to espouse an attitude of tolerance, it is the "deviant" Max Blair 
who is dying of AIDS while Brett Cooper, the model gay, will recover, supported by 
a lover and (from afar) his friends in Wandin Valley. The figure of Max Blair is 
outside the experience of the residents of Wandin Valley- with the one exception of 
Bernice, who "knows" this before it is revealed and accepts him without question. 
Thus while Ray's religious beliefs are constructed as extreme and uncaring, in the 
end those views remain in place, as does the family structure with which Max has 
had such problems. And finally, of course, Max will die: as unrepentant as he is of 
his lifestyle, it is nevertheless constructed as the motivation for his death. 
While Max Blair is quite a different kind of gay character from Brett Cooper, the 
"bisexual" Toby Olding of "True Confessions" is different again. Toby is as much a 
"type" as the other gay men - he is "bisexual," a man who has a wife and family 
but also has sex with other men. As such, Toby is clearly the least understood of all 
361nterview with Margaret Morgan, 13-7-95. 
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these characters. Here there are more unknowns and no personal experience for the 
locals to draw on. Toby Olding is neither the (gay) boy next door (Brett Cooper) nor 
the "outrageous queen" (Max Blair)- both of whom the Valley can now tolerate, if 
not embrace, because people know what to expect. When Rosemary tells Bernice that 
"all Toby knows of gay culture is the 15 seconds of the most extreme elements on 
TV," there is a note of disapproval expressed for this version of homosexuality, but 
there is also a degree of safety about it because this is one aspect that everybody 
knows about. Furthermore, this lifestyle is perceived as one of the city, not of the 
country. To some extent, this point adds weight to Kay Schaffer's claim (1994, pp 
42-42) that "[a]lthough connected to the larger world of social ills, the moral 
fibre of this community is conservative, even reactionary; the mood is nostalgic, 
and life, above all, is safe." However, as the above episodes demonstrate, these 
"social ills" came to encroach on the sanctuary of Wandin Valley as the series 
developed. Moreover, the character of Toby Olding challenges the stability of this 
framework of known categories and manifestly threatens the stability of that which 
is notgay; that is, the family. 
Toby Olding rejects Olivia, a woman who is intelligent, sophisticated and highly 
sexualised within the text, and he rejects the institution of the family which does 
not allow him to express his own sexual identity. 37 But the real problem here is not 
that he is "gay" but that he is deceiving his wife and everyone around him (and in 
the process putting her at risk of HIV). Toby Olding disrupts the social structures of 
Wandin Valley to the extent that he comes between Terence and Rosemary, the 
romantic couple, and his situation, through Rosemary's perspective, even clouds 
the future of Harry and Kate. 
Perhaps the best indication of the "outsider" position of Toby Olding, however, is 
that he is even beyond reach of Bernice - friend to any gay man and the most 
thoroughly "liberal" inhabitant of Wandin Valley. Having been told by Bernice that 
she nursed Max Blair a year ago (in "A Kiss Before Bying"), Toby replies, "he was 
homosexual, wasn't he? ... Well I'm not." In the end, the combined liberalism of 
both Terence and Bernice can do little more than convince Toby to tell his wife. In 
this sense there is some degree of narrative closure and resolution, but it is an 
uncomfortable resolution; it is a short-term gain because nothing can really be 
37The last scene of this episode with Toby and Olivia, then, is indicative of the dark tone surrounding 
the issue and shifts the status of Toby from "victim" of AIDS to perpetrator of injustice and 
unhappiness towards Olivia. Olivia and Toby are both in the (single bed) hospital room, but the room 
is darkened, hard top lighting is directed down at Toby in his bed, under interrogation. Olivia stands 
with her back to the camera so that the viewer sees Toby from her position in the room. The scene 
cuts to the other side of the room, Toby still in profile, the camera facing Olivia, measuring her 
reaction as Olivia tells Toby that all she can do is "take it as it comes." 
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done about the larger problem of how Toby identifies - this has not changed. While 
Brett Cooper (the "out" gay man) and Max Blair (the outrageous queen) are both 
"types" that can be recognised by the community of Wandin Valley, Toby Olding can 
move amongst the community with no apparent indication of his "problem." In 
part, this is a symptom of the rural claustrophobia described by Tom O'Regan 
( 1996): while the country town, as a entity in television drama, "permits people 
of diverse backgrounds, occupations, ages and values to routinely interconnect and 
collide," it functions simultaneously as 
the (utopian) village community whose friendliness, interrelatedness and 
closeness also borders [sic] on the (dystopian) prospect of a provincial, 
claustrophobic community intolerant of difference and meddling in each 
other's affairs. It is simultaneously desired and pushed away in equal 
measure" 
(p. 267). 
The ambiguous nature of Toby Olding's character "type" effectively plays on this 
existing tension within the "community drama" form itself. Yet while this tension 
is indeed foregrounded in this episode of A Country Practice, it is a phenomenon that 
appears to be easily resolved - or rather, ignored - in the series' successor, Blue 
Heelers. 
3. 5 A safer place: conservative discourse in Blue Heelers 
If "True Confessions" hints at the darker possibilities of this subject, the gay and 
HIV episodes of Blue Heelers, which touch on similar themes, show none of this 
sophistication. As a cop show, Blue Heelers is concerned primarily with law and 
order; while its form gives it opportunities for the social problematisation 
evidenced in the "medical drama" ACP, in its execution it is a far more 
conservative text. Moral dilemmas are less challenging here as the final question 
can always be reduced to a simple binary structure of obeying the law/breaking the 
law. In this respect, the series conforms to Rodney Buxton's characterisation of the 
cop series, which he sees as necessarily limited by its generic qualities. Thus the 
cop series is "a genre that pits legitimized social forces against antagonists who 
would undermine the legitimacy and stability of the social order" (1991, p. 37). 
While the framework for Blue Heelers is perhaps not so transparent, it is, 
nevertheless, dedicated to maintaining an essentially conservative underlying moral 
order. In the gay episode from 1994, "Stop for a Bite," several references are 
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made to discrimination and the legislation that prohibits this, but the issue of the 
week did not, in fact, revolve around a character's sexuality: this was a red herring, 
used by another character who was poisoning the town's meat pie supply in a bid to 
sell off the local bakery to a group of developers. 
Blue Heelers presents an extra dimension to the tension in rural medical soaps 
identified by lan Craven (1989, pp 25-26). Craven argues that the prioritisation 
of the domestic discursive realm in soap opera operates at times to position the 
outback or rural landscape as an "intruder," creating weekly "issues" for the 
community. The same phenomenon is found in Blue Heelers, but to some extent is 
managed by the discourse of "the law" that also governs a cop series. Blue Heelers, 
unlike US cop series like Hill Street Blues and NYPD Blue or even the Australia 
cop/law series, Phoenix and Janus, is located in the bush and grounded in the life of 
the community. Like the valley of ACP, Mt Thomas is represented in frequent 
establishing shots as cradled by hills - a small community which, geographically, 
must be "entered." In "Stop for a Bite," for example, the police are seen operating 
a radar directly in front of a road sign saying "Welcome to Mt Thomas." They are 
monitoring the heavy flow of incoming traffic. Similarly, the show- like other 
rural series, A Country Practice and The Flying Doctors- works to establish a 
system of surveillance of the residents and visitors and their behaviour. 
In Blue Heelers there is an overt attempt to suggest that the town is not up with the 
ways of the city, yet this self-deprecating attitude operates, ultimately, to valorise 
and reaffirm country customs and attitudes. Like the early episodes of A Country 
Practice, the background or "B plot" activities of the local characters provide an 
indirect comment on the story in the main plot. In fact, there is a discursive strand 
running through the episode that trivialises the issue of discrimination: the 
references to anti-discrimination legislation in "Stop for a Bite" are disparaging 
and tokenistic and there is an implication that smart, attractive and uncomplaining 
female police officers like Maggie Doyle can be successful - they don't need this 
frivolous kind of legislation.3s Not surprisingly, the attitudes of many of the men in 
the police station represent a pre-feminist approach to gender relations that has 
been a standard source of conflict and amusement in television drama and soap opera 
381n this same episode, other constructions of discrimination trivialise the issue in a similar way: one 
character, Richo is thrown out of the pub for upsetting a group of women lawn bowlers by "dropping 
his dacks;" PJ's attempts to pick-up women are referred to as Lebanese custom - and any attempt to 
stop this will be taken to the "Lebanese discrimination board;" another local resident says he doesn't 
want to get in trouble with sexual discrimination laws, but he thinks Richo's wife is overbearing. 
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for twenty years - an attitude that would be unthinkable in other, pro-social 
series.39 
In the first AIDS episode ("A Question of Courage"), the issue of HIV infection is 
contextualised by a similarly conservative ideology. 40 The publican, Chris, acts in 
the mate/"bar therapist" role traditionally filled by men (like Cookie in A Country 
Practice or Vic in Flying Doctors). In one respect this undermines a conventional 
source of patriarchal authority in the social order of the town. Chris is a wise 
figure, offering advice to her customers; she is an intelligent, personable and 
significant (if secondary) local character. Interestingly, in all other respects, 
Chris conforms to the strong liberal roles performed by women in other series. In 
Blue Heelers, however, Chris represents a conservative, though caring, voice. 
When Adam tells her his problems, she "counsels" him: 
Adam: 
Chris: 
true. 
Look, I know this is going to sound sexist, but a female police 
officer - you just wouldn't expect her to get hurt in a brawl. 
What do you think? 
I think it's probably sexist and I think it's probably also 
Subsequently, her suggestion to him is to consult his parents: "parents are often 
good at this sort of thing. Better than you'd expect." This investment in the figure of 
the family and commitment to traditional values are indicative of the series' 
conservatism. 
Far from working through the lifestyle implications of HIV, the first two AIDS 
episodes foreground and reiterate the discourse of the hegemonic "country boy" 
masculinity.41 It is not, however, the operation of this masculine discursive 
framework per se that proves problematic in the series' scheme of social relations; 
39 GP, for example, did not even employ its arch conservative character, William, to express the 
reservations of women's participation in the workforce voiced by Nick, Tom and Adam in Blue Heelers. 
Other Australian crime series - like Prisoner, Skirts and Corel/i - have succeeded in foregrounding the 
role of women in certain areas of law enforcement. 
40The storyline extends over three episodes in 1 995, representing the time from which Constable 
Adam Cooper is bitten by a man while in the course of duty, through until his test results return, 12 
weeks later. The man who infected Adam is revealed to be bisexual and HIV positive; although he 
disappears after the first of these episodes, Adam is left to contemplate the potential changes to his 
lifestyle and the attitudes of the people around him. 
41 1n "A Question of Courage," a suspect relates the tale of a recent brawl with a degree of pride, 
chatting to Nick, the constable, more as a witness that a participant in conduct for which he could be 
charged. He addresses Nick throughout as "mate," indicating Nick's complicity in the exercise of a 
masculine code of behaviour and values. 
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rather, it is the presentation of an apparently unproblematic and continuing code of 
masculinity and its status as a seemingly universal point of reference. 
In the episodes under consideration, this masculinist code works to subvert any 
alternative conceptual framework. Hence, when finally it becomes evident that the 
gay character in "Stop for a Bite" has been with a local bisexual married man, the 
other male characters are disbelieving. Rose, a senior constable, remarks on the 
naivety of PJ, her partner, who admits that the thought of Malcolm's affair with the 
married man "wasn't my first choice" of an explanation for his silence. Her reply, 
"that's because you're a sweet, naive country boy PJ," while chiding him for his 
lack of vision, is delivered in such a tone as to connote a degree of affection and 
approval. Thus while it is the woman who has had the vision to "spot the 
difference," her actions ultimately have little impact on the way such issues are 
conceived among the town's (male) inhabitants. 
In this scheme of largely static social mores, the world of the city is seen as 
infiltrating Mt Thomas only slightly; the floodgates of progress are held back by the 
"sweet naive country boys" like P J and subservient city converts like Maggie and 
Adam. Appropriately, then, the woman who was able to identify the possibility of 
bisexuality and imagine herself in Malcolm's position ("straight women and gay 
men have a few things in common") is transferred out of Mt Thomas, back to St 
Davids, at the end of that episode. Furthermore, while vindicating him of the crime 
of pie poisoning - Malcolm, the gay man, is not the culprit who put the mouse in the 
pie; his uncle is the criminal - the story effectively bypasses the larger question of 
Malcolm's sexuality and his place within the town. Confounding the early promise 
that this "pathological sexuality" would elevate him to the rarefied ranks of the 
cinematic serial killer, the episode's climax reveals Malcolm's own misdemeanour 
(sex with a married man) to be unrelated to the treacherous act of meat pie 
poisoning. Both crimes of specific intent, the episode nevertheless resolves the 
latter and displaces the former. Its generic form dictating its narrative resolution, 
the episode neatly curtails the "infectious" stomach cramps. The larger question-
the one that threatens to disrupt the underlying assumptions of the town's scheme of 
social relations - it simply ignores. 
The same occurs in the AIDS storyline. Near the end of the final episode, the series 
demonstrates a real potential in the suggestion that Adam, anxiously awaiting the 
results of his HIV test, must accept the fact that he might be positive. He tells his 
boss, 
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if the results do come back positive, I'm going to have to learn to live with 
it, aren't I? What's the alternative? So I've decided to learn to live with it 
for now. Take each day as it comes, enjoy my life, work hard at being a good 
cop. 
Of course, his results come back negative. But the real problem with the episode is 
that it ignores the case of the bisexual man (Reynolds), both in terms of his status 
within the narrative, and in terms of the implications for the lifestyles and beliefs 
of the local people. Reynolds' practice of engaging in sex with men is labelled the 
activity which "drags you down," more hateful than the virus itself. There is no 
consideration of any underlying reasons for Reynolds' dilemma - that bisexuality 
carries its own personal and social problems - or any suggestion that bisexuality 
might not necessarily result in psychological disturbance and physical violence. 
Similarly, the episode fails to explore the connecting lines between such a repressed 
sexual orientation and HIV; it suggests simply that the two coexist, in this form. 
Furthermore, the episode raises the figure of Reynolds' wife, effectively 
constructing her as the agent of his current predicament because she left him. 
Unlike the GPand A Country Practice episodes point to the parallel personal 
dilemma for a woman partner, Reynolds' wife is constructed as partly culpable. 
Finally, whereas the GPandACPepisodes relate to the impact on the active bisexual 
person and his family, friends and the people around him (thus thoroughly 
contextualising the issue while retaining the subjectivity of the primary 
character), this episode of Blue Heelers is ultimately about Adam. Far from the 
probing and disruptive power of the "True Confessions" or "It's All in the Eyes," 
where this question is acknowledged by the characters themselves as unanswerable 
and therefore truly challenging, Blue Heelers resolves the subject of bisexuality 
(and the threat it poses to the institution of marriage) by brushing it aside. 
4 Conclusion: creative personnel and the changing cultural 
orthodoxy 
In asking how homosexuality and HIV I AIDS are represented in these texts, it is 
clear that the textual conventions of both A Country Practice and Flying Doctors 
change quite significantly over a period of several years. The type of text constituted 
by the ACPof 1982-1983 is not the kind of text which could embody the approach 
to issues like homosexuality and HIV I AIDS evidenced in the episodes from 1992-
1993. These issues simply did not arise as issues until well into the series and, 
much as this "early ACP" might be celebrated by critics like Tulloch and Moran, 
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much of its content (especially that of the "comic" B-plots) was sexist and 
homophobic. 
By the mid 1980s a cultural shift had occurred and the dominant theme surrounding 
AIDS in the public sphere was the threat to the category of "ordinary people." Yet 
by the early 1 990s, a further shift had taken place: by this time the ordinary 
people theme was applied in a inclusive sense to the whole population, HIV positive 
people included. Bennett and Woollacott's ( 1986, p. 91) characterisation of the 
"social text" is useful here in understanding that in the mid 1980s the "inter-
textual coordinates" that activated meanings of AIDS were such that the disease was 
only thinkable in those terms set up by the "issue of the week" format. 
It is against this background, then, that the series began its treatment of the subject 
of AIDS with the "Sophie" episodes, and the general tone and approach continued for 
the first discussion (in "Apparitions") of a gay man living with HIV. In the 1986 
study of the series, Tulloch and Moran do not engage with Davern's "prohibition" on 
HIV and AIDS and in his subsequent studies, Tulloch similarly does not make 
reference to the since discredited view that the series would not tackle the subject. 
In this context of Tulloch and Moran's reification of the JNP story process and in 
Davern's own notions of the "trail-blazing" nature of the series, the fear of HIV 
seems incongruous. Davern himself explains this reluctance in terms of the 
confusion surrounding the subject - that the team wished to avoid making any 
declaration on the subject until there was some degree of confidence in what could be 
said. Davern relates that the team received medical advice from "a professor of 
medicine" in 1984 attesting that by 1990 every school in the country would have 
children with AIDS on account of heterosexual transmission: 
we were stunned - we were going to do an episode on that and I said "Look, I 
don't think these people really know. I think we ought to hold off on this 
because I don't think we can do this kind of thing unless we've got better 
scientific knowledge." 
In itself, this explanation stands to reason: the series at this time was based largely 
on the "soap plus lecture" mode and any attempt to deal with a subject such as AIDS 
would necessitate some degree of certainty in order to make that pedagogical process 
possible. But there are two observations that should be made. 
First, as Charmain McEachern ( 1994) points out in a study of the British soap, 
Emmerdale Farm, reference to expert opinion can act as justification for an absence 
of critical inquiry. McEachern argues that the scheme of gender relations in the 
British series is structured by an authenticity established through expert or 
specialist opinion that shapes the actions and attitudes of key creative personnel. 
She concludes that 
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[p]olitically, this authenticity was naturalising. It had a confirming 
tendency, constantly referring to 'how things are' and inscribed acceptance, 
rather than contestation of this reality'. It thus operated in tension with the 
intention to explore alternative constructions of gender" (p. 159). 
Furthermore, such expert testimony, when deployed uncritically and without 
testing, can only have questionable value. It can be argued that this was the case in 
relation to the first AIDS episode that finally emerged from the story department of 
A Country Practice. In citing the advice to the writers of "Sophie" in 1988 of 
Virginia Foster, director of the social worker program of the Wayside Chapel Crisis 
Centre in Kings Cross, Tulloch ( 1989, p. 11 2) himself accepts without question 
Foster's opinion: 
Foster is not a medical authority; but experientially through her work, and 
professionally through her reading of research reports, she knows that the 
"second wave" of AIDS transmission upon (IV drug use) is upon Australia, 
with the "third wave" (heterosexual transmission) close on its heels. 
Demonstrating a lack of interest in relation to a community devastated by this 
disease, Tulloch disregards the fact that A Country Practice itself never 
acknowledgedthe first wave of HIV infection. Instead, like the Grim Reaper 
advertisement, A Country Practice and Tulloch and Moran warn of the dangers 
looming over the horizon of heterosexuality. 42 In this sense, it can be said that 
Tulloch and Moran themselves become part of the social text of AIDS, reifying 
Davern's agenda. 
Secondly, the comments of writers on the program, combined with Davern's own 
assessment of the role of the Network, provide evidence to suggest that, rather than 
the "hero" of progressivism, Davern represents a key figure in the anchoring of 
421t should also be noted that the extent of such expert consultation can vary significantly. Sarah 
Lubowitz, Coordinator of the Women partners of Bisexual Men Project at the AIDS Council of New 
South Wales from 1992, observes that in contacting her for information in relation to proposed 
stories, the writers of GP ("It's All in the Eyes," 1993) were much more thorough than the those 
working on ACP ("True Confessions," 1993) (personal interview with the author, Sydney, 18 July 
1995). 
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ACP within a conservative discourse that attempts to check any potentially 
disruptive moments in the series' development. This is not to suggest that Davern's 
project is necessarily counter-productive to an informed and far-reaching critique 
of living with AIDS, merely that these attitudes that figure in the ACPtexts 
constitute a mode of representation characteristic of its era and of its form: it is not 
so much that this social project is limited by "knowledge" as by the liberal 
framework through which it is presented. 
Davern is very much a champion of the earlier ACP - the heady days of Simon and 
Vicky, Molly and Brendan and Cookie, Bob and Esme. When questioned on the 
evolution of the new set of characters, he acknowledges the need to adapt the form of 
the series and attract a new audience. But he places the responsibility for this 
development squarely in the hands of the Network. There is a slippage in Davern's 
explanation of these changes that, on the one hand, recognises the impending state of 
"multicultural Australia" as a motivator for the disappearance of the comic 
characters, and on the other, rejects this and blames the Network's push for young 
actors and a young audience: "Channel Seven were not interested in the 
'multicultural society' thing, they were only interested in attracting the young 
audience and getting covers on TV Week." The key to these two propositions lies not 
in the age of the characters or even in the demographics of the audience they 
attracted, but in what Davern perceived as the function of these various character 
"types:" in assessing the reason for the demise of the comic vaudeville characters, 
Davern explains, "the sort of motives and mores that we were displaying were not 
really relevant to younger people." 
Thus, there are two key factors in developing the new A Country Practiceethosof 
the 1 990s. First, the Network itself propelled these fundamental changes in the 
form and content of A Country Practice - in its demand that the slide in ratings must 
be stemmed. And second, JNP's response to these demands focussed not simply on 
replacing older characters with younger characters - after all, there had always 
been central characters in their twenties (such as Simon, Vicky, Molly and 
Brendan) and the only manifestation of this "youth" focus was in deleting Cookie 
and Bob and introducing Hugo and Darcy - but on "the motives and mores" that 
these characters brought with them. To a certain extent, this did involve an 
"urbanisation" of the cast - characters like Bernice, Harry and Kate had all come 
from the city or travelled widely and brought a level of "sophistication" to the 
series. 43 It is crucial, however, to acknowledge the role of the script workers in 
43 This is not easily equated with a simple substitution of middle class for working class characters: 
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this act of redefining the cast of the popular series. Faced with this task, they sought 
to push the series in a definitively liberal direction. In this task, however, they 
were faced with the continuing opposition of James Davern himself. 
In one sense, it was a breakthrough for A Country Practice to attempt the Max Blair 
storyline in "A Kiss Before Dying." Certainly, the episode initially proposed by the 
storyliners would have been quite innovative for mainstream television drama. But 
the final product fails in this potential to present, without apology, the position of a 
gay man with AIDS who stands by the exotic Mardi Gras-esque lifestyle he knew in 
Sydney. Any discussions about "alternative" lifestyles and about compassion and 
understanding are subsumed within a conservative ethos of support for the family. 
Just as Sophie constituted the figure of the tragic IOU "victim" whose story is a 
device for foregrounding the personal anguish of lead character, Terence, Max 
Blair, in the end, is another victim who returns to the family home to die. Not 
surprisingly, Davern does not acknowledge these limitations. About this episode, he 
says: 
in "A Kiss Before Dying" .. we brought it [AIDS] out into the open - how he 
contracted the disease, and he contracted the disease by making love to 
another man. And I said, "You've got to table this, you've got to confront 
people with this" and then you've got to say to people, "What does it matter? 
Here is a man who is dying!" And that's what we tried to do. 
As mentioned above, the script editor on this episode, Margaret Morgan, presents a 
different version of its production, claiming that the final version of the script was 
considerably toned down from the writers' original ideas based on a character 
profile of Derek Jarman. Davern, however, would not entertain the possibility of 
this kind of character, and the closest form achieved by the writers was the sharp 
wit and undisguised homosexuality of the character that emerged as a blend of 
character profile and the skills of the actor, Felix Williamson. 
Morgan, also the writer on "Little Boy Blue," explains that she encountered many 
problems in the development of this episode; Davern's own position in the spectrum 
of liberalism operating within this production context is demonstrated by the 
proximity of his own preferences to those of the Network censor, Sandy Scott. Scott, 
who is described by Home and Away producer, Marcel Zammit as "an arch 
Bernice and her household, though more sophisticated than earlier characters, were country born and 
raised, while Vicky Dean always maintained an "educated" distance from the comic characters and the 
character of Simon Bowen was never surpassed in terms of class superiority. 
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conservative" and who himself acknowledges that he leans towards a "cautionary," 
"more conservative" position, considered this episode to be exemplary of the 
permissible pro-social mode: pro-social but not too challenging, and therefore 
"worth fighting for."44 The restraints on Zammit are even more pronounced, given 
the earlier time slot of 6. 30 pm which commands a G classification, and both he and 
Morgan describe a process of "self-censoring" that develops on the part of the 
production team as they anticipate the kind of material that will be rejected at the 
Network level. Zammit observes that the G classification means that the show can't 
be "at all explicit" in the representation of sex, for example. Morgan describes the 
process of self-censoring in the following terms: "you're continually toning down 
the material as you write because you know what the limits for the program are, 
and what's going to be thrown back at you."45 
Not surprisingly, Davern is more comfortable with "Apparitions" and "Sophie." 
Both of these can be expressed in terms other than, and more universal than, the 
emphasis on homosexuality found in the later episodes. "Sophie," is expressed by 
Davern in terms of the breakdown of the traditional family and the havoc this 
causes: 
it was also dealing with father-daughter relationships to a great extent ... 
how parents lose communication, lose control, and how the children become 
wayward and end up killing themselves - this is the story of modern society, 
and that's one of the reasons why we did it, because that parent-children 
relationship being destroyed is the reason all those kids are out in the Kings 
Cross right now. 
Similarly, for Davern, "Apparitions" could be expressed in terms of the effect on 
the community of non-conformist masculinity: when questioned on whether the 
subject of gay men with AIDS was more "topical" by the time of "Apparitions" 
(compared to "Sophie" three years earlier), Davern replied, 
no, no what we were interested in there is the country town is the last 
bastion of a sort of feral masculinity, you know, where certain rights of 
passage have to be played out for a man to be accepted among men ... we 
44Personal interviews of the author with Marcel Zammit and Sandy Scott, Sydney, 10 July 1995. 
451n an article in Campaign in 1992 (p. 34), Sam Rummery commented on the change in timeslot 
required for what was in effect a remarkably bland representation of two gay characters: ·"so 
controversial was the subject to Channel Seven that they were shown in the 8.30 timeslot - the 
week before the show was moved forward to 7.30. Presumably, gays, no matter how innocuous, are 
not considered suitable for family viewing." 
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wanted to really examine the effect on a country town when its sporting hero 
turned out to be gay ... and the effect on the family ... we were interested in 
that whole social question which is the acceptance or rejection or denial of 
that. 
Naturally, any long-running television drama will be interested in investigating 
the ramifications of any single issue for the ongoing "community" through which it 
is channelled. Davern's comment's on these episodes, however, reveal a 
prioritisation of these series level aspects over the substantive issues themselves: 
these episodes, especially "Sophie," are ultimately about the community of Wand in 
Valley, not about living with (or dying from) HIV. 
Standing in contrast to this "watch them scatter" approach extolled by Davern, the 
writers on the later episodes at least effected a level of direct personal involvement 
and empathy on the part of the core characters. There is a depth of meaning evoked 
by Bernice's casual but caring acceptance of Max evident in her comment, "er .. a 
good friend of mine had a cough like that. Once you've lived with it for any length of 
time, I guess it's pretty distinctive." With this observation, the series immediately 
located one of its core characters within the world of the person living with AIDS. 
Her position is important, then, in that she reveals that she has "lived with" the 
view of the world that Max possesses, without simultaneously attempting to speak 
for his experience. And while the doctors of the Valley are also careful to avoid 
suggesting they know more about Max's condition than he, the very nature of their 
occupation - of knowing something about everything - prevents them from 
achieving such a degree of proximity. Furthermore, Bernice fulfils the promise of 
help and support offered in this scene - she cares for Max, inviting him into her 
home. 
It is important therefore to identify two aspects of the politics of the later ACP. 
First, during this phase the series adopted a consistently liberal democratic tone in 
exploring a range of social issues. But secondly, it is also possible to identify, on 
occasion, an emergent strain of social democratic discourse that seeks to connect 
various elements of this liberal democratic framework and formulate these 
elements into a more coherent view of the social. Where the "lecturing" of Terence 
might seem forced or disjointed in terms of the narrative progression and the 
demands by Harry that Steve "come out" to all the world may be essentially 
appropriative in the attempt to speak the sexuality of the boy who is probably gay, 
the attitude of Bernice succeeds in two senses: it offers real compassion and 
"equality" to Max and at the same time smoothly fits within the narrative structure 
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of both the episode and the series. This latter point of the success of the actions of 
Bernice within the ongoing series is important: not only is the position of the HIV 
positive character strengthened by the fact that it is a core character who treats 
him this way, but it raises the possibility for an approach of this kind to be 
ongoing, channelled through the character of Bernice. Indeed, the appearance of a 
number of these characters means that there is a pre-existing tolerance - a kind of 
"level playing field" which, in narrative terms, avoids the need to work through 
initial reactions such as surprise, shock, repulsion, gradual acceptance. These 
characters are not only useful in terms of narrative development, but their 
presence in the program helps to "normalise" this kind of reaction. 
This tendency to locate the support for homosexual men in the figures of the 
heterosexual women, in addition to signalling the absence of any lesbian episodes, 
prompts the question: is there no possibility of ongoing gay and lesbian characters? 
How "liberal" can this representational mode be if homosexuality and HIV can only 
be addressed as "issues of the week?" As mentioned above, Joy Fuqua ( 1995) and 
Larry Gross (1989) have both suggested that the fundamental problem with 
incorporating gay and lesbian characters into the ongoing structure of soap opera is 
that these programs have troubles, not with the exceptional, but with the everyday. 
Applying this to A Country Practice, it is possible to see this resistance to involving 
gay and lesbian characters in the everyday exchange of Valley residents, without 
reference to their sexuality as a special issue, as a fundamental failure of the 
liberal democratic approach: it refuses the true moment of "naturalisation" of 
these characters into the existing social structure. 
In this sense, Hugo can be seen as the "failed" liberal gay man. Hugo is an 
interesting character, precisely because he is the ideal (non) gay man. Quite apart 
from anything that transpires in the "Little Boy Blue" episode, Hugo can be seen as 
clearly coded as gay: his clothes, his hair and the gym work all feed into conventions 
for constructing homosexuality. And in "Little Boy Blue" this is embellished 
significantly. It is through Hugo that the subject ofhomosexuality is brought into 
the Valley. It is both Hugo and Brett who are called "the fags in the woosey clothes" 
at the beginning of the episode. They are both bashed by the thugs, and Hugo is forced 
to admit to Brett, "they thought we were both gay." Fellow liberal Kate admonishes 
Hugo for assuming that Brett, his friend of many years, was attracted to him. 
Though her aim is to reassure, her comment ("He knows you're straight, for 
Heaven's sake. And even if he didn't, why assume he fancies you, anyway?") has the 
effect of leaving a residual space for the possibility that Hugo is not straight ("even 
if he didn't ... "). When the visiting specialist makes the mistake of remarking to 
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Brett "well, young man, I hope your girlfriend is the patient type ... " the point 
about assumptions of people's sexuality is clearly made. Finally, there is a 
continual comparison running through the episode between Brett and Hugo, Brett 
and Steve, and Hugo and Steve. Hugo is the only heterosexual male in this equation. 
He seeks to emulate his friend's athletic powers, and in the final scene Steve even 
seeks to defend Hugo ("Hugo doesn't like people mucking around with his stuff"). 
There is, of course, much that is omitted from this analysis- Hugo's association 
with Darcy for example - but the point is that there is also much to suggest that, 
orthodox representational conventions aside, Hugo could quite easily be the gay man 
in the episode. There are also numerous problems imaginable in maintaining Hugo's 
core character status, but again, it is only through convention that this is seen as 
difficult. The liberal democratic mode, then, can extend to the use of gay characters 
for certain episodes, and it can accommodate the acceptance offered by a character 
like Bernice, but it cannot extend to a character like the gay version of Hugo. So, 
just as in "True Confessions" there is no real challenge to the existing social 
structure, the repressive institutions and codes of behaviour that were responsible 
for Toby's and Steve's behaviour, there is no attention to systemic problems, only 
to surface manifestations. 
What is important to understand - apart from simply noting the textual 
manifestations of this reluctance to probe deeper into the social construction of 
gender and sexuality, illness and health - is that on the one hand there are agents 
willing to pursue such an interrogation and, on the other, there are certain 
obstacles to this that can be identified in the production context surrounding A 
Country Practice. Margaret Morgan relates that working on A Country Practice was 
a very different experience from working on GP- primarily on account of the role 
of James Davern. Morgan describes Davern as "a very conservative person" who 
would come to story meetings and "censor" material that he considered 
inappropriate for A Country Practice. Davern, according to Morgan, had to be 
"pushed into" the pro-social stories by the storyliners working for him- and this 
is despite Davern's own proclamations on the pro-social function of the series: 
basically, the program was devised to investigate social and moral issues, 
and that was the strength of it. But that particular pill was always sugared 
with a levelling of comedy and fun and romance. But the idea was always to 
use television as a means, in a didactic way - at the same time making it 
acceptable to the audience. 
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It was this aspect that the Network targeted in their attempts to reignite the ratings 
of the early years: Davern relates that Channel Seven wanted the stories to develop 
more along the soap opera line, "whereas we were striving to keep that, I suppose, 
didactic element, which was trying to reflect the way society exists ... " 
This perceived function of the series, and particularly the form in which it is 
expressed by Davern, raises two interesting issues. 
First, there is a different notion of "society" that underpins this earlier form of 
the pro-social. That approach was based largely on a sense of human compassion and 
relied upon the construct of the Wandin Valley community as a benchmark for the 
placement of certain issues and identities. As a result, it embodied a relatively 
conservative ethos in its attempts to "teach" the people of the Valley compassion 
towards, for example, people living with AIDS. 
In later years, however, as that notion of "society" adapted to the demands of the 
Network, it came to be thought of as a "multicultural" society- though the term is 
used to denote a degree of pluralism that is broader than its dominant racial and 
ethnic meanings. This new society demanded updated "motives and mores"- and an 
updated dramaturgical form to convey them. What Davern sees as a shift from the 
didactic approach to more of a "soap opera" approach is in fact the embodiment of 
the liberal democratic discourse that demonstrates a greater capacity to incorporate 
HIV subjectivity. It is not, therefore, that the later form was less "pro-social;" on 
the contrary, the production team (perhaps in spite of Davern) found more 
effective methods of "doing the pro-social" by further blending the two elements of 
soap and issues. 
Throughout this process of textual change and evolution, the figure of the 
community remains fundamental. Davern sees the incorporation of HIV characters 
as intrinsically conditioned by the community itself: 
once you've got this cohesive community where everybody loves each other, 
then you can bring in the person with HIV and see what it does to that 
cohesion. 
Davern's approach to this character was defined very much in terms of overcoming 
the character's homosexuality in order to talk about his HIV status. Though he 
claims that it would have been possible to incorporate a long-term HIV positive 
character in the series, his own convictions cast doubt on this: 
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there's always a problem with AIDS that is in the audience's minds that you 
have to accept. You get leukaemia by accident but you don't get AIDS by 
accident - you either have anal sex or you share needles. And both activities 
are frowned on in general by the public. So it's very hard to establish 
sympathy in a long-running character from someone who is a heroin addict 
who has AIDS. It would take a miracle of writing to be able to feel because 
people are naturally adverse, and it's just the way we are. 
Clearly, it is not surprising that Morgan and the other script personnel encountered 
problems extending their own liberalist approach that was offered by the new 
characters. Davern's own perceptions acted as a limiting device on what they could 
achieve, and to a large extent these conflicting opinions went to the form of the 
series itself and its approach to its subject matter. 
As a result, the more challenging moments of this last phase are not those like the 
"educative" passages in "Little Boy Blue" where the liberal-democratic mode 
operates largely according to formula (if somewhat tempered by Davern's "guiding 
brief"), but at those times when the old approach - the emphasis on personal and 
community values- meets the new essential liberalism. A Country Practice (like 
The Flying Doctors and Blue Heelers) has always demonstrated a strength in 
characterisation, and in this respect, it is superior to GP, which, at least in its 
early seasons, largely prioritised issues over "soap." Hence, there are ways in 
which Bernice is able to offer support to Max Blair in ""A Kiss Before Dying"," or 
Kate is able to dispense with a declaration of sexual preference from Brett in 
"Little Boy Blue" or the way in which the nature of Toby and Olivia's relationship 
in "True Confessions" disrupts the conventional understandings of relationships 
that form the backbone of any television drama with an emphasis on "soap" content. 
And despite the limited impact of the more formulaic liberal discursive framework, 
it is important to note that these moments require this degree of liberalism as a 
precursor- they are not possible without the liberalism of such characters as 
Bernice, Harry and Kate, just as they are not found in those series, such as The 
Flying Doctors and Blue Heelers) which do not thoroughly embrace the same 
philosophy. 
In conclusion, the storyliners seemed to have a finely tuned regard for what was 
both possible and practicable within the representational vehicle of A Country 
Practice, on the Seven Network, in the early 1990s. As a result, their characters 
satisfied the demands of the Network for a newer cast and an updated construction of 
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Australian society; they recognised the potential of the liberal democratic discourse 
within this form and deployed it to the best of their ability, occasionally 
approaching the social democratic. Ironically, for the writers, this new discursive 
model came about through an enabling dictate from the Network. In the end, 
however, it was reigned in by the oppressive pre-history of a series that had once 
basked in the elite status of a top rating, award winning local drama. Davern's own 
commitment to the original A Country Practice ethos, in particular, prevented him 
from seeing that far from abandoning the project of social interrogation that had 
been seen to characterise the series from its earliest days, the new scriptwriters 
and storyliners were in fact engaged on a quest to rescue the pro-social through its 
transformation into a new and more relevant form that problematised Australian 
society along different lines, recognising a new cultural orthodoxy, while 
simultaneously meeting the demands of the industry at that time. 
Chapter Six 
Reluctant Problematisation: sexuality, safe sex and HIV in Neighbours 
and Home and Away 
1 Liberal moments - illiberal presuppositions 
Germaine Greer's widely-quoted comment on Neighbours, that its "neighbourly 
exemplum is based on frighteningly illiberal presuppositions" (Craven, 1989, p. 
18), reflects a widely-held disregard for this most prosaic and familiar of 
Australian soap operas, and for its enduring rival, HomeandAway. 
In the case of Neighbours, the representation of its almost universally Anglo-Celtic, 
middle class, middle-of-the-road suburban households confirms Greer's criticism 
of the conservative politics of the program and illustrates what Ang and Stratton 
( 1995, p. 132) refer to as its "fundamentally nostalgic" nature. Although more 
inclusive of working class families, HomeandAway offers little variation in its 
presentation of an almost exclusively Anglo community which exists as a regional 
coastal outpost providing its own inflection of the pastoral myth underlying popular 
television drama series like A Country Practice and Blue Heelers. 1 
Yet in recent years those "illiberal presuppositions" which mark the cultural 
homogeneity of the two serials are at times subverted by a new-found self 
reflexivity - a discursive problematisation of the social which characterises the 
generically "pro-social" drama series like GPand A Country Practice. These 
"liberal moments" can be found amongst- as well as within- the recurrent 
exploration of the everyday. They are, however, rarely as transgressive as those 
which characterise the framework for social change found in their "parent" 
programs, GPandA Country Practice, or in their contemporary in the field of youth 
drama, Heartbreak High. Yet despite their limitations, such acts of social inquiry do 
warrant serious critical consideration, for two central reasons. 
1 Albert Moran (1994, p. 227) describes (and perhaps overemphasises) the working-class inflection of 
Home and Away: "[i]t deals with working-class kids in a working-class milieu, with street kids, teenage 
rebels, single parents, unwed mothers, and police as part of its terrain." · 
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First, both programs have experienced an abiding popularity over a number of 
years - a phenomenon which can be measured, unusually for Australian television, 
in global terms.z Second, there are several key structural features of these 
programs which facilitate certain forms of representation of social issues and 
distinguish them from other television drama programs. Thus while the absence of 
any reformative framework to structure these occasional "liberal moments" means 
that there are more obvious limits on their capacity for social problematisation, 
this ongoing tension between the series' "illiberal presuppositions" and their 
"liberal moments" provides an important comment on the assessment and cross-
evaluation of existing modes of representation and the development of new forms of 
"seeing" HIV and AIDS on Australian television screens. 
2 Community framework 
Some similarities between the two programs are readily apparent. The style of both 
series is the naturalistic Australian soap opera mode: a mid-point between, on the 
one hand, the gritty, social-realist style of British soap operas and, on the other, 
both the hyperbolic gloss of US prime time and narrative excess of US daytime 
soap. 3 Both serials feature a high proportion of teenage or pre-teen characters 
living with adults who are usually parents or extended family or "step-family" 
members. They rely on the extensive use of interior locations coupled with 
establishing shots of suburban (in the case of Neighbours) or coastal (in the case of 
HomeandAway) environments, incorporating several key locations that are 
perpetually revisited. Action is based around the principal sites of the home, the 
workplace, school and a few limited social meeting places (like a pub, club or coffee 
shop). 
These locations are used to play out the day-to-day dramas of its cast. Actions and 
events are of secondary importance to the initiation, exploration and disruption of 
various kinds of interpersonal relationships. In this way, the sense of place 
generated in the series affects both the range of issues that exists within the soap 
operatic repertoire and the dominant mode of address. This association of form and 
content in television soap opera is characterised by Roger Silverstone (1994) in 
terms of the inherently "suburban" nature of contemporary soap opera. 
2While Australian drama series have sold well in overseas markets in recent years (see Cunningham 
and Jacka, 1995), the phenomenal popularity of these two programs in the UK, especially, is both 
unprecedented and unsurpassed. Stephen Crofts (1995, p. 99) has noted that in the UK in 1991 only 
two TV programs outranked the blanket coverage of the Gulf War "telecast" on the BBC: Neighbours 
and Home and Away. 
3see, for example, lan Craven's observations on these two forms (1989, p. 14, 19). 
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Silverstone speaks of the "suburbanisation" of television generally and documents 
the rise of the "suburban community." He argues that 
this community is constructed ... not just in the content of the soap opera but 
in its form; in the secure, endless and structured recursiveness of the 
ordinariness and crises of the daily lives of its characters. The fictional 
populations of fastfndersand Coronation Street, as well as those of 
Brookside, no less than those of Dallas and Dynasty, and especially those of 
HomeandAwayand Neighbours are involved in a cultural exploration of the 
nature of the suburban - both of its heartland and its margins, its content 
and its forms (p. 73). 
While Silverstone's generalisation about the suburban nature (and the 
suburbanising effect) of all soap opera is questionable and will require further 
investigation, there are two important implications that are suggested by this 
passage. 
The first of these is the implication that the representation of "everyday lives" in 
these programs will incorporate elements of both the routine and the extraordinary; 
that this play of extremes is in fact what constitutes the everyday. This, it might be 
anticipated, will involve a balancing of actions and ideas, a taming of the outlandish 
and a "spicing up" of the mundane. Secondly, this cyclical nature of everyday life 
ought to be echoed in the nature of the soap opera itself: cast members will change, 
but the number of central characters will remain relatively stable; the same kinds 
of events will happen to different people; attitudes and values will remain relatively 
constant; and above all, the show will be on air every weeknight at the same time for 
forty-six weeks of every year. 
The implications that arise out of Silverstone's interpretation of the 
"suburbanisation" of television represent a different account of the nature of 
contemporary soap opera from that of Str~tton and Ang ( 1994, pp 16-17). The 
latter explain this "uniformity" in terms of a utopian dream of the "average" 
evidenced in Australian soap operas, and specifically in Neighbours, a containment 
of even "routine" melodramatic excess ( 1995, pp 127-128). This argument is 
discussed in more detail below; an analysis of recent storylines in Neighbours 
reveals that this constancy in the form of Australian soap opera does not imply an 
unwavering attention to the "middle-ground" in the show's content and that 
Silverstone's approach is the more accurate one. This assumption, in turn, would 
indicate a greater potential in the capacity of these programs for the incorporation 
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of difference: the balance between highs and lows, the extreme and the ordinary, 
would suggest it is at least possible to incorporate subjects such as homosexuality 
and HIV I AIDS in the storylines of these serials. 
One of the essential elements that distinguishes the two serials is their geographical 
location. In Neighbours, set in the fictional, now mythical Australian suburb of 
Erinsborough, the world that exists outside of this small, vaguely defined territory 
is just that: the world outside. There is no sense of the boundaries of Erinsborough, 
simply of what is within and what is outside. Characters leave here for interstate or 
overseas locations (as in the much publicised string of departures of former stars 
to Queensland) but not to a city within their state - there is no place, lying just out 
of reach, that is proposed as somewhere of greater significance than Erinsborough. 
While there is some truth in Stephen Crofts' (1995, p. 1 01) comment on the 
relation of Erinsborough to the "city," 
Neighbours resembles the down-home, wholesome populism of a Frank 
Capra comedy except that its suburban protagonists are saved the trouble of 
travelling to and from the big city to discover their true values, 
Crofts underestimates the importance of the "outside" and its values. 4 More 
importantly, Albert Moran ( 1994, p. 314) comments that "Neighbours has been 
structurally more open than many other soap operas ... the fictional geography of 
Neighbours is much wider than many soap operas." Still, in Neighbours, "the city" 
is as much outside of and away from Erinsborough as "the bush" or "the outback" 
or "overseas." The cul-de-sac of Ramsay Street functions as a metonym both for 
the larger Erinsborough and for "middle Australia." This is a place with one road in 
and the same road out; the middle expands to encompass the daily life within. 
In contrast, the Summer Bay community of HomeandAway is a more conventionally 
constructed regional town, located by reference to Sydney. Its geography is more 
clearly defined by the natural border provided by the coastline, adjacent to which 
lies one of the principal households. Like other drama programs set in a small town 
or bush community (for example, ACP, Blue Heelers, Flying Doctorsand Lawofthe 
Land), Summer Bay is situated a short drive from a larger regional centre, in this 
4 In analysing the "geography" of Neighbours, Kate Bowles (1994, p. 78) notes that the series' 
regular locations all fall into four categories- the home, the street and the neighbourhood (that is, 
the "inside") and the outside world. 
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case, Yabby Creek. And as in the other rural soaps, it is a place where the residents 
of Summer Bay do not wish to live; s instead, action centres around the community 
sites of the diner and surf club, the beach, the school and four key households. 
These differences in geographical location are responsible for significant structural 
variations between the two programs. In the familiar device of the "withdrawal" of 
characters from the city to the rural/coastal retreat, HomeandAway engages the 
restorative "pastoral" function that was central to A Country Practice (see 
Tulloch, 1989, p. 1 09). Thus there is more than just geographical distance 
connoted in Shaun Patrick Keneally's ( 1994, p. 39) description of the journey 
from Summer Bay to Sydney: "it is a full-day trip and not always a pleasure." In 
contrast, Neighbours relies on a vague sense of location between the zones of the 
urban and the rural that lan Craven (1989) sees as essential to its capacity for 
interrogating the "everyday." Craven argues that the series positions "the suburb 
as a site of cultural negotiation" (p. 32) and that it is the avoidance of the 
restraining city-bush tradition that makes possible the problematisation of what is 
constructed as the suburban "everyday."6 
This distinction between the aspiring cosmopolitan suburb and the regional cultural 
backwater have implications for the attitudes and values that are seen to attach to 
the two communities. In both HomeandAwayand Neighbours, there is an underlying 
conservative politics which is modified by a current of liberal-humanist discourse 
made possible by certain character types capable of embodying this discourse and 
carrying these storylines. In exploring these issues, however, it is important to 
note Wober and Fazal's (1994, p. 79) warning against conflating the two programs 
into a general category of "Australian soap opera" recognisable in its operation as a 
modern "morality tale."? Whereas social and cultural change filter through to 
Summer Bay and can be explored and ejected, with Neighbours the sense of 
contemporaneousness means that new attitudes and values are found to be already 
present and ready to be avowed by characters in important social positions. In Home 
andAway, most of the characters are essentially conservative; it requires an 
exceptional character like Shannon to embrace the liberal philosophy that Dannii, 
51t is Yabby Creek, for example, that is the proposed destination for the low achievers of Summer Bay 
High - a scheme which is subverted by the efforts of the students. 
6 In suggesting the suburban as the contemporary site of the "ideal," both Craven and Silverstone 
(1995) would disagree with O'Regan's (1996, p. 267) claim that the "garden suburb" of Neighbours is 
a substitute that dreams of the rural idyll of the A Country Practice: "[t]his is not what suburbia is, 
but what it could be." 
7 See, for example, Cunningham and Jacka (1996, p. 133). While the authors' warning is a valid one, it 
should be noted that their conclusions are less useful: their finding that audiences do not necessarily 
derive pleasure from soap operas as morality tales does not establish that the texts do not function 
in this way. 
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Mal, Cody, Libby, Cheryl and others in Neighbours adopt as second nature. 
Consequently, whereas in Home and Away both geographical and ideological 
containment are possible, in Neighbours the undefined nature of the physical and 
philosophical terrain make them less easy to contain and defend. 
In Home and Away difference can be contained through a relatively unproblematic 
re-articulation of the community boundaries; there is nothing on the other side of 
the fence. In Neighbours, containment of difference can only be achieved by re-
iteration of difference itself: the articulation of difference operates as an 
indispensable means of interior exclusion- "an outside which is inside interiority 
making the articulation of the latter possible" (Fuss, 1991, p. 3). Hence 
Neighbours picks up the tool of liberal democratic discourse and presents a gay 
guest character precisely so as to shore up the primary significance of the 
enduring, heterosexual core characters. As a result, the orthodoxy of the 
"everyday" is less stable in the suburban Erinsborough than it is in regional cove 
of Summer Bay. 
What this would seem to suggest is that Home and Away has significant similarities 
with conventional drama series set in rural or bush locations and that Neighbours 
represents an aberrant form in television drama. The following analysis, then, 
focuses on a few key narrative events in both programs and looks at the social and 
community contexts within which some issues relevant to HIV are located. Through 
an examination of several key storylines (taken from the 1994, 1995 and 1996 
seasons), it will be seen that the programs retain a degree of distance and avoid a 
personal, and therefore cultural or social proximity, with HIV and AIDS. The most 
striking aspect of this representational history of both series is their capacity for 
problematising sexuality, safe sex, and even HIV and AIDS, but of their refusal to 
connect these subjects at any point. 
3. Storylines 
3.1 Neighbours- gay characters, 1994, 1995, 1996 
In Neighbours as in ACPand Blue Heelers, the gay character is a guest character 
with a limited narrative life-span. In all these series, this character causes some 
disruption to the lives of the local residents, who are surprised by his sexuality. 
There follows a period of animosity (and sometimes violence); then the episode 
concludes with the gay character "teaching" the regular character some lessons in 
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tolerance and understanding. In Neighbours this process is a markedly superficial 
one, being one of a number of serialised plots. 
The central problematic in the 1 994 plot involves the relationship between Macka, 
the gay character, and Debbie, a regular character who is a student at the local high 
school. Debbie falls in love with Macka, Macka continues as her friend but attempts 
to divert her amorous intentions; Debbie is hurt by his callousness and confronts 
him; Macka reveals his sexuality and tells her to "give up;" Debbie is devastated. 
In the course of this narrative development, several regular characters are used to 
express an "okay to be gay" theme, the point being that people such as Debbie only 
get hurt when sexuality remains hidden. Like the thoroughly liberal character 
Harry in the episode of ACP "Little Boy Blue," core character Cody is used to engage 
in a discussion of sexuality with the guest gay character. And, as in A Country 
Practice, the gay character is required to justify himself to her. Macka tells Cody, 
"I wasn't leading her on and my personal life's private." Cody's 'response is to laugh 
and exclaim "It's more like a secret. Haven't you come out yet?" 
There is an important distinction here between the private world and the public 
world of Ramsay Street. While Erinsborough might want Macka to be "out," it 
certainly does not want him to be "loud." In Ramsay Street, "what you do in private 
is your own business" (according to Cody's father, Doug); the details of this private 
life are to remain private and the spectre of an activist "type" who proclaims his 
sexuality from the rooftops of Ramsay Street is disturbing and unwelcome. 
Accordingly, within the "worldview" of Cody and her friends and family, the issue 
of Macka's sexuality is an almost commonplace example of unreciprocated teenage 
infatuation.a In characteristic soap style, the "issue" of Macka's sexuality is never 
"resolved" within the program's narrative: the story simply moves on, taking some 
elements of the previous story, leaving others behind. In the same episode in which 
Doug reassures Macka that his sexuality is not a problem, the focus shift's from 
Debbie's problems with the gay man to the discovery of Debbie's eating disorder: 
"you won't believe this ... "/"malnutrition ... it can't be!" Thus the whole 
"problem" of Macka's sexuality is left behind; all that remains is a general 
impression of the unfortunate Debbie who goes from one personal crisis to the 
next.9 Additionally, Susan M. Howard points to the limited residual effect of this 
81t should be noted that this scene is strengthened by a sense of feminist politics (in Cody's 
defence of Debbie) that can be conveyed through the character of Cody. 
9 As an indication of the multiple teleologies of any one episode, Julie's mother is at this time 
recovering from the shock of running over their pregnant neighbour, Cheryl, who was forced into a 
caesarean birth. After the issues of Cheryl's trauma and Debbie's eating disorder have been featured, 
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temporary liberal acceptance of Macka's sexuality on the part of a few Erinsborough 
locals. Howard argues that "the difficulty with this message lies in its assumptions 
that discrimination against homosexuals and lesbians will be eliminated by 
individual acceptance of sexual orientation" (p. 18). 
Interestingly, the soap convention of the importance of personal dramas on the part 
of primary characters is what makes the 1996 gay storyline more significant. This 
character, Andrew Watson, is a gay teacher at the local high school. The character 
was introduced several months earlier and was used on a semi-regular basis. In this 
respect, this was an issues-based character but planted more firmly in the 
narrative on the series. Not only did the role as teacher allow this character to be 
anchored to a key site of action in the series, but it provided an "arrival" in the 
narrative on terms that were unrelated to his sexuality. In his first storyline 
(before there was any suggestion that he is gay), Andrew Watson helped core 
character Billy Kennedy come to terms with dyslexia; in the second, the school came 
to terms with him and his sexuality. 
To some extent, this "pre-conditioning" of the gay character is the same strategy 
used in GP, Heartbreak High and Sweat. The storyline here is essentially a 
discrimination narrative, addressing the problems faced by Andrew Watson when 
Melissa (Billy's girlfriend) and her family take objection to his sexuality. It 
constructs a neat binary opposition between everything Billy's family represents, 
on the one hand, and the views and actions of Melissa's family, on the other. 1 o In 
keeping with the general prioritisation of the core characters, the focus gradually 
shifts from Andrew Watson's sexuality to the Kennedy family's tolerance of his 
sexuality. Although the plot begins with Andrew being labelled a "hero" for 
rescuing someone in a white-water rafting incident while on holiday, it is only a 
few episodes before the focus shifts to Karl. When Karl becomes a vocal supporter of 
Andrew's sexuality ("Well, to be frank, we were appalled. Either a person's a hero 
or they're not. Their sexual preference shouldn't have anything to do with it"), 
Andrew congratulates him ("Be realistic. Not everyone in the community is as 
liberal as you and Susan"). It is Karl who becomes the "hero." Subsequently, the 
spectre of the gay teacher remains in the margins of the show as the character of 
Andrew Watson recedes into his semi-regular status. 
Julie commits suicide by throwing herself off a local water tower. Similarly, teenage Cody forgets 
Debbie's problems when her (African-) American husband arrives in Ramsay Street seeking a divorce. 
1 0Libby, for example, asks, "what's wrong with being gay?" and Billy arranges a petition on behalf of 
the students to retain Andrew Watson at the school. When it is pointed out to him that it is unlikely 
that the boys will sign a petition to convince a gay man to remain at the school, Billy replies "well, I'll 
have to start them off, won't I?" 
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In contrast to the intrinsic acceptance of the Andrew Watson character, the cross-
dressing "Tarquin Sequin" character used in the 1995 "Priscilla" storyline has a 
strictly limited lifespan within Erinsborough. In an overt tie-in with the success of 
the Australian film The Adventures of Priscilla, Queen of the Desert, Neighbours 
ran a Priscilla-style drag segment during June 1994. The sequence featured the 
visit to Erinsborough of Tony Hartman (alias Tarquin Sequin), father of Analise and 
Joanna. While Joanna is thoroughly liberal about her father's lifestyle, describing 
him as "a little less .... mainstream" than an Elvis impersonator, Annalise is 
troubled by the display of gender confusion. Working through its own confusion with 
the subject at hand, the series seeks to "celebrate" the elements of drag 
performance at the same time that it reassures its core character (played by star 
actor, Kimberley Davies) that the confusion is merely an illusion. 
In order for Analise and her father to be reconciled, the plot must demonstrate that 
Tony Hartman's "true" self is far from that of his act. Outside of the pub and club, 
Tony is overcoded in terms of his masculinity. He epitomises the "straight-acting" 
bloke: his body language signifies a solid, masculine man as he is seen drinking 
beer, eating red meat and telling stories of a past time in which he was a builder, 
wooed by the more cultured and sophisticated woman who was to become his wife 
(Analise and Joanna's mother), but with simple needs of his own, "I was just a 
bloke who wanted a house, a family." 
This connection with family- someone, anyone's family- is essential.ll And in the 
end, Tony reveals that he subscribes to the same values that the program itself 
makes such an investment in; loyalty to family and friends, hard work, and even, 
incongruously, a distaste for excess (see Crofts, 1995). The confusion that results 
from the blurring of the private and public life of Annalise's father is neither a 
celebration of camp performance nor a serious critique of the underlying "social 
issue." In contrast to those storylines that deploy a now well-established liberal 
democratic discourse, the Priscilla storyline on Neighbours attempts to work from 
a different paradigm - a pre-established pluralism that needs no instruction. This 
collides with the underlying conservatism and fails in its attempts to articulate a 
clear "position" on cross-dressing and gender confusion- a "confusion" that might 
be more transgressive than the clearly labelled "gay male" Macka. The story 
11 When Mark is told of Tony's act and asked if he would like to attend, he responds that this 
"doesn't sound like my cup of tea." He reverses his decision, however, upon being told that Tony is 
Analise and Joanna's father. 
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therefore effectively contains any troubling "excess" that might pervade the 
orderliness of everyday life in Ramsay Street. 
3.2 HomeandAway- lesbian characters, 1995,1996 
In a similar demonstration of the importance of the impact of lesbian and gay guest 
characters on permanent heterosexual characters, Home and Away positioned core 
character Shannon at the centre of the 1995 lesbian storyline. Mandy, the lesbian 
character, arrives in Summer Bay on a retreat. She is a writer and, true to the 
regenerative pastoral function of the regional coastal location, she has 
(temporarily) abandoned the cultured life of the city for the seclusion of the north 
coast. 1z The plot explores this relationship between Mandy and Shannon. As 
Shannon becomes more attached to Mandy, the textual suggestions that there is more 
to this relationship than friendship become more overt. Needless to say, in a Grated 
soap opera, there is no depiction of sex between the two women, but there are other 
markers of a relationship that is private and intensely meaningful. Shannon's best 
friend, Selina, comments that it "just seems like we're going in different 
directions." Shannon replies, "I'm working through things at the moment as well. I 
don't know where they'll end up. It scares me sometimes." Mandy cautions her, 
"Just be sure what you're doing." She advises her to be sure that "that"- which is 
unnamed but clearly implied as a lesbian identity and lifestyle - is "the road that 
you want to go down" and that it "can be the loneliest road in the world if it's not for 
you." 
Importantly, the relationship is "sanctioned" by the approval of other core 
characters, Pippa (Shannon's foster mother) and Selina (her best friend). In fact, 
the emphasis on the relationships of all the women involved takes priority 
throughout this storyline, at times allowing for an explicitly feminist discourse, 
otherwise unknown in Summer Bay. 13 When Mandy leaves, the two say goodbye in 
private- secluded from the viewer as well as from the surrounding (heterosexual) 
textual community. Their final conversation is heard only at an extremely low 
level, superimposed with a soul-style song, sung in a deep female voice, with the 
foregrounded lyrics telling us "Sister, I know how you feel/1 know it's real." 
12Mandy is remarkably overcoded in terms of high culture: she is a writer who brings with her the 
laptop computer and mobile phone that are now the tools of this profession; she wears glasses when 
she works and classical music plays in the background - a contrast to the usual light pop music used in 
the serial. When she leaves the series after about a week of episodes, it is to attend a book launch -
of her own book, in London. 
13 A subsequent plot involving the two characters addressing the subject of eating disorders features 
a critique of body-image, and a third plot sees Mandy work on a book about women in power and "how 
the power base has shifted." 
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After the first plot, the character of Mandy is stored in the narrative margins of 
Home and Away. The relationship between the two women is recalled some months 
later through the device of an "off-stage" letter that Shannon receives from Mandy. 
When she does return in person (in May 1996), it is to help Shannon overcome an 
eating disorder - allowing further development of a feminist body-image discourse. 
This also provides the opportunity to re-articulate her sexuality as she advises 
Shannon to exercise caution in the exploration of her sexuality: 
I think you're trying to convince yourself you're someone you're not. How 
you felt about Alex [Shannon's boyfriend]- I've never felt that kind of 
passion with a man. I've been out with a few - I even liked a couple. But the 
first time I ever felt that sort of passion that stirs you to the core of your 
soul was ... was when I met Toni. Do you see what I'm saying? 
Shannon does indeed "see" and she and Alex are reunited- temporarily. 
Finally, by her third appearance in July 1996, she is thoroughly accepted within 
the social structures of Summer Bay. Mandy returns to Summer Bay to include in 
her new book a chapter on Pippa, who is at the time receiving an AO for her 
fostering activities . Her presence is used, therefore, as a means of valorising 
Pippa's role in the community. But in return, by this third appearance, Mandy has 
been re-constructed as a participating - if temporary - member of this household. 
In a home scene immediately preceding Pippa's induction, characters run across the 
dining room set creating a sense of mayhem and lively, inclusionary disorder. As 
Pippa exclaims, "I'm living in a mad house!" it is evident that Mandy has been 
validated, she has been invited within. 14 
This incorporation of Mandy raises a tension within the series that is not - and 
possibly can never be- resolved. For the duration of a few episodes in 1995 and 
1996, it appeared that Shannon herself might be a lesbian- that Shannon 
considered herself to be a lesbian and that those around her accepted this. However, 
as in the Neighbours storylines - and as in all soap stories - the plot moves on. In 
the first storyline, Selina comforts Shannon on the loss of Mandy in one scene; in 
14The scene of domesticity, described above, is rounded off with a cut to the exterior of the house. 
The two boys are playing with a basketball as Pippa bustles out the backdoor with Sam. Shannon also 
runs out of the house and, as she joins Sally in the car, calls out a greeting to Mandy. Mandy waves 
them off, and they wave to her as she remains at the house, protecting the home as the family 
venture into the city. Alex, meanwhile, is glimpsed as an "outsider," excluded from the scene of 
domesticity on account of his own "strange behaviour." 
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the next the two girls are back at school with Shannon appearing almost totally 
unconcerned at the preceding events- in fact, she is more concerned at the prospect 
of explaining her absence from school that morning. 
In the end, then, the plot appears to have been subsumed by the greater recurring 
problematic of teenage infatuations; the question of sexuality has been subsumed 
within the formal demands of serial television and its meaningfulness seems 
questionable. This lack of permanence does seem frustrating, especially given the 
fact that the show has never before dealt with gay or lesbian sexuality in its (then) 
seven year history. However, it should be acknowledged that in one sense this 
process further naturalises the subject: Shannon's lesbian "relationship" is just 
another teenage infatuation. Playing in the background of one of the scenes between 
Mandy and Shannon is a Paul Kelly song, telling us that "you and me, we both know 
that love never runs on time." There is nothing more important in serial soap opera 
than the formation or disruption of relationships; this scene elevated the 
relationship of Shannon and Mandy to the same level as any other. 1 5 This mode of 
address suggests at least a potential to place gay and lesbian sexuality on a equal 
footing to heterosexual sexuality, even if, ultimately, it might be just as mundane 
and superficial as any other subject in serial soap. 
3. 3 Neighbours and Home and Away - safe sex sequences 
Despite the potential indicated by the above storyline, it appears that the subject of 
safe sex does not take a place within the discursive space of the teenagers of Summer 
Bay. Its one significant storyline (from June 1995), however, again involved the 
markedly liberal character of Shannon. The story's primary focus is her friend 
Selina's discovery that she is pregnant and, following this, Shannon's crusade to 
promote an awareness of contraception among the students. 
Throughout these stories the emphasis is on "protection" and mostly this is 
protection from pregnancy. It is only as a result of Shannon's efforts, as editor of 
the school magazine, to have a sex education supplement distributed among the 
students that other aspects of "protection" are raised. Furthermore, the two issues 
seem quite separated. While part of Shannon's platform is ensuring that students 
know "how to practice safe sex, where to get condoms, what to do if they catch an 
15The same technique (poignant music superimposed over the dialogue) was used in the scenes 
depicting the death of Shane - one of the series' highest profile characters (played by Dieter 
Brummer). Similarly, the same song "Love Doesn't Run on Time" has been used to signify relationship 
problems among other characters; for example, Selina and Steven. 
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STD" this only takes place in the context of the magazine supplement: the only 
discussion of "protection" in relation to Selina herself concerns protection against 
pregnancy. The closest that the series comes to mentioning HIV is Irene's comment, 
"[i]t could have been a lot worse. You know that, don't you? We're lucky it was 
Damien. God save us, getting pregnant could have been the least of your problems." 
The "shadow" of AIDS constructed here possesses the same, dark qualities conveyed 
by the earliest national health campaigns, particularly those of the silhouetted 
figures of the Testimonials series. 
For the young men of Summer Bay, the regime of personal "protection" is virtually 
a rite of masculinity. Shane, the slightly older young male star counsels Damien, the 
father of Selina's baby, 
good on yer mate. I never thought you had it in ya. It's good to see. But listen, 
really, ground rules. Number one: protection. 
Hence what Damien learns is not that boys have a responsibility in the whole chain 
of events surrounding the act of sex, but that a greater sense of responsibility can 
be avoided, and the pleasurable experience maintained, by a few simple precautions. 
This attitude, while still essentially concerned with the "care of the self," is placed 
at the other end of the ethical spectrum presented by liberalism: this is a highly 
individualist philosophy that is quite removed from the notions of responsibility and 
an understanding of the social contexts of teenage sex and gender relations presented 
by Heartbreak High, for example. However, in the end the consequences for Selina 
(and her child) of Damien being HIV positive are far more disruptive than anything 
imaginable in Summer Bay, and the implications are expressly refused. 
Safe sex is seen as something that the school kids of Summer Bay need to know about 
- something, in fact, which they have a right to know about - but not something 
which they are ever seen practicing or discussing in any personal way. Pippa's 
question, "with everything these kids know these days, how can this still happen?" 
floats a critique of "irresponsible" youth; yet HomeandAway rarely allows its 
young characters the opportunity to articulate what they know, in their own terms 
and to one another. In effect, much of the content of "everything these kids know 
these days" is something entirely outside of what Home and Away entertains. 
Unlike its rival in the early evening soap field, Neighbours has been successful in 
implicating the practice (or at least the negotiation) of safe sex within the discourse 
of teenage relationships. Nothing is more central to Neighbours (which does not 
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feature the more excessive storylines of HomeandAway such as murder, abduction, 
cult membership) than the formation and disruption of relationships- those of 
family, friends and neighbours.16 And increasingly, teenage relationships in the 
series are constructed in terms of the potential of the partners for sexual activity. 
This activity does not always eventuate, and when it does, it is sometimes not 
featured overtly or even signalled beyond "G" rated embraces. But the important 
feature is the negotiation of a position on sexual activity and the practice of safe sex. 
In the period under review, the most important relationship in this respect- since 
the partners are sexually active and their relationship extends over a considerable 
time- is that between Dannii and Malcolm.17 Melissa's younger brother Billy and 
his girlfriend, Melissa, also go through an extended period of negotiating whether 
they will sleep together and the issue of safe sex figures prominently in these 
discussions. Safe sex discussions also occur between Cody and Michael and even 
Hannah and her father Phillip. And in all of these the message is clear: sex is a 
matter for negotiation but safe sex is a given. 
In effect, what is achieved in the representation of safe sex is the same kind of 
"mainstreaming" of otherwise problematic subjects that proves to be quite 
regressive and conservative in the Priscilla sequence and the gay storyline in 
Neighbours and in the safe sex story in Home and Away. Safe sex is recast in these 
episodes as a concern of (heterosexual) teenage kids. Through the discourse of 
"protection," AIDS looms as the spectre of doom, unmentionable yet ever-present. 
Yet in this form, it does become a personal imperative for the kids of Erinsborough, 
something very meaningful in their lives, and in this sense a youth issue. It does not 
become, as it did in Home and Away, a community issue. 
The most significant storyline takes place in relation to a family that knows the 
liberal line. Dannii says to Cheryl, her mother, "I'm old enough and I know about 
safe sex ... " Cheryl gives her consent and the relationship is validated by Cheryl's 
indication that Malcolm will be incorporated within the family routine: "I guess 
what's one more for breakfast." Over the next few months the two move out of home 
(September-October) and live in a nearby house in the same street. Safe sex 
continues to be an issue as Malcolm suggests that they stop using protection, but 
Dannii insists that they continue. The couple, in turn, are important to Billy 
1 6These last two elements merge in the words of the Barry Crocker theme song: "that's when good 
neighbours become good friends." 
17 The (sexual) relationship between Dannii and Malcolm spans a period from June 1995 to January 
1996. 
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(Malcolm's brother) and Melissa in their attempts to have sex: Malcolm provides 
his and Dannii's home for Billy and Melissa to use; Melissa and Billy supply their 
own condoms. By the beginning of the 1996 season, the relationship between Dannii 
and Malcolm has become so familiar that Malcolm is seen to sleep at Dannii' s house 
without any elaborate discussion of the issue - Malcolm casually stays over. While 
the mainstreaming incorporative impulses of the show work to bring the teenagers 
back under the roof of their parents, it is to a large extent on their own terms and 
the teenagers retain their sexual "status:" a very different situation from that of 
the kids of Summer Bay. , 
These features of the series act to counter two important criticisms levelled at 
Neighbours from critics working within media studies. First, lan Craven ( 1989) 
links the series' avoidance of "controversial" social issues to "the centrality of 
'youth' to Neighbours as a site where both social and sexual questions can be 
rehearsed in a tentative way" (p. 16). It is certainly true that the series does not 
attempt to interrogate in any sophisticated way (and sometimes at all) even the 
"standard issues" established by other teen dramas like Heartbreak High and, 
further, that the significance of any of these issues is unlikely to ever exceed the 
dominant theme of "growing up." However, the discourses on safe sex can be seen to 
gain adJed significance from their rehearsal among school-aged characters. When 
Craven argues that "these problems are ephemeral: they are assigned to a stage, a 
phase that the young will pass through en route to a more responsible adulthood" (p. 
16), he dismisses both the significance of continuing characters like Dannii and 
Malcolm who leave school, move out of their parents' homes and establish 
independent and sexually active lives in the same neighbourhood (indeed, in the 
same street) and the importance that these "teen problems" play in initiating the 
following "generation" of school leavers in those practices designed for good self 
management and all-round healthy living. 
Secondly, Ang and Stratton ( 1995, p. 129) Qbject to the role of the nuclear family: 
"Ramsay Street is a street dominated by nuclear families with teenage children. The 
nuclear family is normative here by virtue of its taken-for-granted normality." 
They argue that the figure of the nuclear family survives the scattered, extended 
households of Erinsborough, continuing to define an ideal or "utopian" life. 
Certainly, all characters are identified in terms of who they know or who they are 
related to, and this is usually one of the conditions of their acceptance into the 
neighbourhood; but in the world of soap opera, these connections can be extended 
almost infinitely and facilitate living arrangements that are definitively not nuclear 
in nature. In their attraction to the radical excess of Chances, Ang and Stratton 
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dismiss any concept of "family" or "community" in favour of a world where "there 
is no ultimate reassurance of a 'normal' everyday life in a binding, family-based 
community, where there is non-order" (p. 128). While it is worthwhile to 
critique the normative effects of the familial structure, Ang and Stratton overlook 
the differences between a nuclear family model and an extended 
family /neighbourhood model offered in Neighbours. 18 The latter model does at least 
provide an appropriate structure for teenagers who learn about safe sex to "grow 
up" into young adults who practice such acts and present their accompanying 
attitudes in the heartland of neighbourly territory. 
Finally, not only are these actions of the teenagers closely associated with the 
construction of their own subjectivity such that they are afforded a degree of 
autonomy and independence in their sexual relations that is unknown in many other 
areas of their lives, but their actions impact directly upon their parents. For Karl 
Kennedy, local GP, principal patriarchal figure of Ramsay Street and the only man 
who is associated with a complete nuclear family, the active sex lives of his children 
are deeply disturbing. His observation of the behaviour of Malcolm, Libby and Billy 
promotes a considerable degree of insecurity in Karl and he begins to question his 
own masculinity and the stability of his position in his family. 
A distinction should be made here between the fallibility of Karl, the medical 
practitioner in Neighbours (and that of Kellie in Home and Away) with those aspects 
of the "postmodern" television form described by Deborah Lupton ( 199Sb) in 
relation to GP and the "'post-professional' era" described by Stephen Morrell et al 
(1993) in relation to the television UK series, Plagued. In both these cases, the 
fallibility of the medical professional is founded on an escalating uncertainty in the 
authority of medical science itself; in the two soap operas, such failures are 
explained in terms of the general scheme of gender relations of the series. Karl's 
(masculine) authority is held in check by the women who dominate the domestic 
heartland of Erinsborough while Kellie's status as the Jocal GP must not be seen to 
exhaust her embodiment of a more conventional form of the "feminine" that 
structures her interaction with other core characters. 
In contrast to Karl's uncertainty, Malcolm's blend of gender politics (it's 
acceptable for the boy to be less experienced than the girl) and a degree of 
conservatism (have sex, but don't subscribe to a 60s notion of "free love") give 
18 Marie Gillespie (1995) has already pointed to the alternative constructions of extended family life 
effected around Neighbours by Punjabi youth in London. 
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him a confidence Karl himself has never possessed. Susan enlightens him when she 
tells him that "there are kids Billy's age that are sexually active" and they discuss 
Malcolm's attitude as follows: 
Susan: He's just very relaxed about his sexuality. 
Karl: They're so casual about it, so laid back, it drives me crazy. 
Of course, the kids are only "laid back" because they have been allowed to take 
control of the issue themselves to a significant extent - and certainly to a level 
unknown in Summer Bay. And instead of the adults being in a position to take 
control, they must step back, offer advice when needed, but allow the kids to steer 
their own way through the complex issues that make up "relationships." 
What all of this illustrates is the extent to which the sex lives of the kids in 
Neighbours influence their own understandings of their lives and the lives of those 
around them. Like the HomeandAway lesbian storyline, the Neighbours safe sex 
sequences work because they directly concern the teenagers themselves. When the 
series are able to represent these issues in this manner, in the way that they 
represent any number of other social and personal issues, then they at least begin 
with the "level playing field" in the politics of representation. It seems, however, 
that the form is unable to embrace the double-issues of gay and lesbian characters 
and sex (whether safe or unsafe) and gay and lesbian people and HIV I AIDS. In fact, 
these soap series encounter considerable difficulty when they attempt to interrogate 
the subject of HIV in any form other than the threat posed by unsafe sex. And there 
is no clearer indication of this than the HIV storyline on HomeandAway. 
3.4 Home and Away - HIV/AIDS storyline, 1995-1996 
The first time either HomeandAwayor Neighbours dealt expressly with HIV was in 
November 1995 when one of the core chara.Gters in Home and Away, Kellie, a doctor 
at the local hospital, received a needlestick injury. She underwent a three month 
period of uncertainty before being told she was not HIV positive. 
Kellie was stuck with a needle by a young injecting drug user who was later found to 
be HIV positive, having already tested positive to Hepatitis B. The storyline was an 
important one, threatening Kellie's romantic association with another core 
character, Travis. It was also one of two key plots used as "cliffhangers" to 
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maintain interest in the series over the summer break. 19 On its face, it is notable 
only for its lack of any real discussion on the nature and transmission of HIV and the 
exigencies of living with HIV and AIDS, as well as for its belated presence: 
needlestick injuries were covered in GP in 1992 and in E Street in 1991 (examined 
below). Of course the unavoidable implication in the decision to run the first AIDS 
story on early evening Australian soap opera as a needlestick injury is that 
heterosexual transmission of HIV through sexual contact is passe, no longer much of 
a problem. 
Apart from this initial conceptual problem the episode proceeds in a bland, 
predictable manner, with Kellie receiving standard counselling from a fellow doctor 
informing her that there is no reason to assume that she is necessarily going to test 
positive. She then suffers a period where she is unsure of herself, she doesn't feel 
attractive and she feels she can't make any long term plans. By the end of the 
storyline she is relieved to discover that she is not HIV positive, and accordingly 
makes plans to have a child, celebrating the renewal of life. The real problems 
arise, however, when the show attempts to take the subject further and enters on 
the territory of discrimination. 
In a reversal of the usual mode of raising social issues in television drama and 
problematising AIDS, at least in part, as a subject to which anti-discrimination 
principles attach, these episodes re-locate the source of discrimination as the 
"politically-correct" gay and HIV lobby groups whose public protests overwhelm 
those of the "average person." Local stalwarts Alf and Ailsa move quickly from a 
position of support for Kellie to a panicked mistrust when Kellie is called upon to 
treat their son's open wound in hospital. In response to this Ailsa is called before a 
radio talkback host, Ken Trelaw to answer her case. The subject of the discussion is 
"discrimination and how it can divide a community." 
Surprisingly, however, the opinionated talkback host is not represented as a radical 
right conservative but as a member of the "loony left"- a champion of political 
correctness. His position is one characterised by the series as "extreme," and Home 
and Away follows the familiar soap opera convention (noted above) of distinguishing 
and discrediting the extreme position and reinstating the middle ground. In this case, 
however, the liberal democratic equal opportunity/anti-discrimination position is 
itself constructed as extreme as the series reinvokes a more traditional appeal to 
19The other cliffhanger is the motorcycle accident of the young male lead, Shane (Dieter Brummer), 
and the consequent near-miscarriage of his wife Angel (co-star, Melissa George). 
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the "fair go." The message emerges that it is Ailsa who has not been given a fair go; 
it is Ailsa who has not been given the opportunity to defend herself and explain her 
actions. And in the end, it is Kellie who saves her, calling in to the radio program as 
an anonymous respondent supporting Ailsa's concern for her child. 
Were this episode dedicated to establishing a space for the ordinary person, 
unfamiliar with all the issues of HIV transmission, concluding that there is no cause 
for harsh accusations but neither is there cause for hysteria, then it would seem 
harmless enough. And were it dedicated to dismissing the notion that HIV positive 
people cannot lead full lives and resume their occupations, then it would conform to 
the standard form of social problematisation found in programs like GPand A 
Country Practice. But the episode is far more problematic since it frustrates this 
accustomed process of social interrogation and the desire, identified by O'Regan 
( 1996) above, to problematise along certain (liberal democratic) lines. Most 
importantly, it does not confine its "critique" to the regular cast and community of 
Summer Bay and this is the point at which the episode takes an irregular and 
unmistakably reactionary turn within the evolving conventions of social 
problematisation in television drama. 
In the scenes depicting the talkback radio debate, the series emphatically rejects the 
only authentic experience with HIV heard in the whole sequence: those of the 
talkback callers who identify themselves as an HIV positive person and a long term 
carer. These voices are silenced and deemed unimportant, extreme and unbalanced 
since they suffer from their association with the ultimately discredited Ken Trelaw. 
The HIV positive caller, Bruce, is seen as contributing to the silencing of Ailsa and 
appears vindictive in his comment "I hope someday it happens to you." The long-
term carer manages to make the points, "I've seen parents and families cut them 
[HIV positive people] off and not want to have anything to do with them anymore" 
and "what they want is compassion and tolerance, not judgement and condemnation." 
But she not only suffers from her association with Trelaw, she faces the test of 
"reasonableness" imposed by Angel and Shane, who (along with seven other core 
characters) listen in and offer comments on the radio debate: 
Shane: 
Angel: 
What would you have done? 
I don't know. But protecting your child is a pretty strong 
instinct, Shane. 
Bracketing for a moment the place of HIV within this conservative ideology based on 
the maintenance/restoration of the (albeit extended) familial bond, the storyline 
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throws into question the professional integrity of the only medical practitioner to 
occupy a core role in the series. 
The observations of both Charmaine McEachern ( 1994) and Anne Cranny-Francis 
and Patricia Palmer Gillard ( 1990) urging a cautious approach to the embrace of 
soap opera "progressivism" in relation to gender relations are relevant here. 
Kellie's social/occupational position would appear to be an advance for the 
representation of women in influential social positions, at least in Australian early 
evening soap. But as McEachern explains, it is necessary 
to consider what professional women actually cb in soap opera narratives 
rather than just treating their presence as progressive (p. 157). 
McEarchern's analysis relates to the English soap opera, Emmerdale Farm, about 
which she concludes, "it would be fair to say that the female characters' strength 
often did not transcend the fact of career in stories" (pp 15 6-1 57). It would be 
unfair to categorise the role of Kellie solely in these terms: she is frequently an 
important narrative agent (in terms of both plot development and the maintenance 
of the cohesive, fictional community of Summer Bay) and her professional status 
does inform the relations of the household comprised of herself, Travis and Stephen. 
But the plotline is significant in reflecting the limits of this influence: a feminist 
discourse may be allowed to co-exist, to a limited degree, with other dominant 
discourses, but will ultimately be subordinated to the determining discourse of the 
community. And importantly, for this analysis, it is this quasi-feminist agency 
which is mobilised to supplant the subjectivity of the HIV positive person. After the 
voices of the HIV positive man and the long-term carer have been displaced, the 
issue is left to be resolved by the "innocent" Ailsa and the "informed" Kellie: 
Kellie's experience as someone who could be HIV positive is itself questionable, as is 
the prioritisation of her voice over those of the callers. 
In conclusion, this episode reflects a serious limitation in the form of serial drama: 
HIV, unlike "safe sex" and even homosexuality, is a subject that is still 
incompatible with the current frame of reference of early evening Australian serial 
drama. It is interesting, in this respect, to compare the earlier HIV storyline in E 
Street in 1991 with the HomeandAway story, appearing five years later. 
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3. 5 E Street: AIDS in the urban community 
3.5.1 Westside: inner-suburbanism 
Though the suburban social framework of E Street most closely resembles that of 
Neighbours, the series also demonstrates a desire to define itself against existing 
drama series like ACPand GP. Focused ostensibly on the everyday lives of the 
residents of Westside, E Street nevertheless spanned both the mundane and the 
extraordinary and its storylines developed a degree of excess that was, at its peak, 
unrivalled in Australian television, and eschewed by the staid naturalism of 
Neighbours. 
Created by one of the key production figures involved in A Country Practice 
(Forrest Redlich, script editor and producer) and running for five seasons (from 
1989 to 1993) in the prime 7.30 pm time slot, E Street is in one respect the 
antithesis of the rural drama series represented by ACP. 2o Fundamentally "urban" 
in appearance, it locates its story within an inner suburb known as Westside, set 
around Sydney's Balmain. From its inception E Street presented a collection of 
young "hip" actors designed to give the series a contemporary feel; its storylines 
engaged these core characters in the interrogation of current social "issues" like 
drug use and HIV. The proximity of Westside to the city supplied E Street with an 
exposure to elements of contemporary culture - fashion, music and social issues, 
particularly youth issues. Westside was the place where these things happened: in 
topographical terms it was a world away from both Wandin Valley and from 
Erinsborough. Furthermore, E Street distinguished itself from both these programs 
in its thorough embrace of soap opera excess. 
Like Neighbours, however, it also offers a Jack of definition. Westside is a suburban 
zone, one "district" among many; it is difficult to define such a place in relation to 
another because it is difficult to identify any specificity, or "essence" to the place 
itself. 
Like both Neighbours and Home and Away, E Street embraces and valorises a social 
scheme of fractured but functional families; it then attempts to link these salvaged 
sites across an improvised sense of community. If anything, E Streetextendsthe 
familial underpinnings of Neighbours as it sets out to map the community of 
20 Indeed, Lisa Anthony (1992, p. 99) cites Redlich as describing the series in just this way - as the 
"antithesis" of ACP. 
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Westside. This process, then, is instrumental in the incorporation of the HIV 
storyline of 1990 and it explains how the series came to present the first case of a 
permanent character in Australian television drama being associated with HIV. 
E Street presents a handful of regular authority figures: a GP (Virginia), a nurse at 
the same surgery (Martha), her husband, the police sergeant (George), a publican 
(Mary), a minister of religion (Bob), and a business woman (Sheridan). Almost all 
the characters are clustered around four key work sites, with the younger 
characters working in more junior roles: the surgery employs Virginia, Martha and 
Nicki, the receptionist; the police station houses both George and his constable, Max; 
the pub features Mary and her two bar workers, Alice and C.J.; and the local 
television station employs Sheridan and Michael in supervisory roles with Lisa, 
Harley and Toni in support roles. In addition to several home locations, the key 
social site is the pub, embracing a largely working class clientele. 
While the TV station provides a touch of glamour - and narrative excess - to the 
suburban setting, lifting it out of the everyday milieu of Neighbours, it also 
establishes a counter-discourse based on the business ethic that at times conflicts 
with the low key working class lifestyle of other characters and work sites. There is 
an uneasy alliance, for example, between Sheridan, who plans to demolish the pub, 
and her employees, who use the place as a key site of social interaction. This story of 
the sale and demolition of Patchett's pub is one of two plotlines running with the HIV 
plot and it invokes a discourse of community that is fundamental to the social 
arrangement of the series itself. In this plot, the business ethic is effectively 
subordinated to the maintenance of the community, focussed on the pub as the site of 
social interaction and one that epitomises the working class/lower middle class 
social culture of Westside. 21 
A similar theme underlies the second main plot that runs simultaneously with the 
HIV storyline- the exploration of core character Harley's addiction to cocaine. For 
some time, Harley has lived outside the conventions of life in Westside: he drives a 
sports car, develops a cocaine "addiction" and engages in the extraordinary sexual 
scenario of partner swapping. Before he overdoses, Harley himself declares: 
you know what the worst thing is? The worst thing is realising all the times, 
you know, I thought I was getting myself high, I was really cool, and what 
21 This combination of business and working-class locations was also featured in Chances: developed 
after E Street but relying on a similar mix of the everyday and the excessive, with the television 
station of the earlier series being replaced with an advertising agency. 
was really happening was that I was betraying my family and friends -
losing them - not to mention my career. 
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Although Harley's statement marks a return to the traditional values of the family 
and the community, the series is far less optimistic in this sense than ACPand the 
tension between the attraction and disruption of "progress" that runs through E 
Street leads at times to the defeat of family and community. While Harley's death 
clearly demonstrates his own failure to observe his community's rules of survival, 
Bob (his father) and Toni (his former girlfriend) who ignored him when he needed 
help, are also implicated. 
3. 5. 2 The HIV I AIDS storyline 
In the HIV storyline, Constable Max is stabbed with a syringe when helping a 
homeless woman; when she overdoses it is discovered that she was HIV positive and 
Max undergoes a period of fear and uncertainty while he waits to discover if he has 
contracted the virus. The connection between this place and the last is left 
unexplored: the major point of convergence between the two plots is their mutual 
reflection of the discourses of family and community. There are, then, two aspects to 
the HIV plotline that warrant observation here: the successful use of suspense 
through the HIV "search and find" plot and the continuing exploration of the 
relationship of Max and his father. 
The HIV plot offers the premise that if the needle used by the woman to stab Max can 
be found, then it can be tested for HIV and Max will be spared a prolonged period of 
uncertainty over his health and his future. This quest to retrieve the missing needle 
is injected with an appropriate soap operatic dash of suspense when Toni and Nicki 
embark on a race around the community to find the needle before it is destroyed. In 
this respect, the narrative is extremely well developed; it is carefully paced, 
gradually building the suspense and conveying the frustration of Toni and Nicki, as 
they search for the clue to their friend's future. 
This HIV "search and find" storyline works perfectly within the narrative excess of 
the soap opera form. A first attempt to analyse a syringe proves fruitless, but just 
as the team has given up hope, a secondneedle appears. The plot relies on two 
questionable assumptions here: that the virus will still be detectable and that DNA 
testing will identify Max's blood mixed with the woman's. Clearly, E Street is 
stretching narrative plausibility in the best of soap opera traditions but this is 
precisely why this aspect of the story works: it is logically improbable and 
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dramaturgically overstated, but undeniably engaging - and hence exactly what is 
expected of its form. It is an important storyline in the development of the series 
because it threatens the viability of a core character in his interaction with others. 
And while in Pacific Drive, for example, there are multiple interconnecting 
relationships that define the significance of her HIV status for Bethany, in E Street 
it is in Max's relationship with his father that the HIV storyline gains its full 
significance. 
While Simmo, Max's father, is embraced by the people at the pub, he delivers an 
overt critique of Max's movement away from his working class background. This, in 
turn, stands as a challenge to Max's masculinity, which, by way of the HIV 
storyline, evolves into a dispute over his sexuality. Simmo tells Nicki, "so much 
for the coppers making a man out of him" - a sentiment that is embellished when 
Max confides in his father about the needlestick injury. The HIV plot is therefore 
framed within the story of Max's "reconciliation" with his father. A temporary 
alliance between the two is soon shattered by Simmo's response to Max's uncertain 
HIV status and his assumption that his son is gay. There is no ambivalence in 
Simmo's rejection of his son: 
Simmo: 
Mary: 
Simmo: 
Mary: 
Simmo: 
You know, don't you? 
Know what? 
That he's a fairy. 
Come on, Simmo. I've known plenty of gays in my time and 
Max isn't one. 
Then how' d he get AIDS? 
Of course, Max is neither gay nor HIV positive, but the implication that his 
condition is not as bad as his father imagines is quite removed from the pro-social 
mode of a series like GP. Furthermore, there is little indication from the other 
characters that any support would be forthcoming if he were both HIV positive and 
gay. The closest character to the liberals of GPandACP is Mary, a figure of worldly 
expertise whose concern is based on a caring humanitarian approach rather than a 
consciously political philosophy. Mary is sympathetic, telling Simmo that "you 
can't turn your back on him now. He's got a life-threatening illness." But there is 
little consideration of HIV apart from the implications for Max's relationship with 
his father and his own uncertain future. 
Max's split with his father is the culmination of a process of marking out the values 
held by Simmo as inappropriate and antithetical to the ways of Westside. To a 
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certain extent, it disapproves of Simmo's uncaring and phobic attitude, but the 
essence of the storyline lies in a search for an alternative form of family - one that 
feeds into the redefined form of community. This search therefore evidences a 
continuing tension between the imperative to define both family and community.zz 
Ultimately, the figure of the family collapses and the more productive entity is that 
of "the community." Accordingly, Nicki tells Max how she and her brother have 
been adopted by E Street after their mother left for New Zealand and concludes, 
"there are a lot of people who care about you around here. Don't you forget about 
that." Family is important in the series, but not determining in its "nuclear" 
sense. And this is, perhaps the achievement of the episode: the re-alignment of the 
social context in which AIDS is experienced from a normative concept of family to a 
broader one of community. In the end the series does not extend its scope to the point 
of embracing an HIV positive character, but similarly it does not elide the 
substantial differences between Max and his father in effecting some superficial 
resolution of their problems. E Street, therefore, can be seen to incorporate the 
subject of HIV within its own existing, if limited, conventions. Importantly, an 
awareness of these limitations can be seen to guide the participation of production 
personnel who provided challenging and sophisticated material in other contexts. 
4 Negotiating restraint: industry action 
Greg Millin, cited above for his involvement in GP, regards his work as a writer on 
E Street as quite different from that on GP. "[i]f I go in to write an episode of E 
Street or HomeandAway I'm very aware of the limits and you work within that. I 
don't find it constricting at all" (Lawsen, p. 38). While Margaret Morgan found the 
series to be unrewarding and largely unsuccessful - "best forgotten"23 - Millin is 
philosophical about the achievements in E Street, believing that there is a different 
scale of success against which these episodes should be measured. As a writer on one 
of the episodes in the HIV sequence, he believes that what was accomplished by the 
series was what was possible under those conditions: 
[u]sing his father to be virulently anti-gay and to reject Max because of that 
possibility is, I think, a very useful dramatic device. If the issues are 
presented fairly the audience will go with Max, seeing how destructive his 
father's attitudes were, unfairly jumping to conclusions. However, it's not 
22At one point Nicki convinces Max, the scrupulously straight and legalistic cop, to ignore the 
illegality of his father's planned street fight - "what's more important, your family or the law?" 
23 Personal interview with the author, Sydney, 13 July 1995. 
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as good a story as a father rejecting his son who is gay and antibody positive 
(Lawsen, 39). 
Millin's efforts are clearly worthwhile in bringing some kind of critical approach 
to HIV that recognises the form and style of the drama being used. Ultimately, 
however, the inherent limitations in the form of E Street will themselves determine 
the conditions under which "issues are presented fairly." 
One of the essential problems with this series as well as with Neighbours and Home 
and Away is therefore the institutional and determining restraint that characterise 
their approach to representation. All television programs under consideration 
exhibit some observance of industry "standards" that determine the kind of 
material that is proscribed within certain viewing times (as set out in the 
Federation of Australian Commercial Television Association's Commercial 
Television Industry Code of Practice, as outlined above). But with the exception of 
the transfer of the 1995 season of Heartbreak High by the Ten Network from an 
evening, PG slot to an afternoon G slot, no other series under consideration are faced 
with the limitations of Neighbours and HomeandAway. The question, however, 
remains: is the form of representation evidenced in Neighbours and HomeandAway 
simply a reflection of a restrictive industry classification, or is this phenomenon 
more directly related to the intrinsic nature of the series themselves? 
In relation to HIV, the most important manifestation of this regulatory scheme is in 
s. 2.1 0.2 of the Code of Practice which states that "[d]epictions of and references to 
sexual behaviour must be limited and discrete." Clearly, this mandatory condition 
encourages a conservative discursive framework in these programs, and indeed 
representatives from the writing, producing and network levels of HomeandAway 
all point to the classification as a determining condition under which they must 
work. In 1993, Supervising Story Editor Greg Stevens spoke to gay magazine 
Campaign about his role on the series and the representation of homosexuality and 
HIV: 
I head the story department and attempt to come up each week with material 
that will satisfy our target audience taking into account our time slot and the 
Broadcasting Tribunal regulations that govern that (Lawson, 1993, p. 39). 
Writer Greg Millin observes that the presentation of a gay character in the series 
would face a significant hurdle: "one of the huge problems is that they can't actually 
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do anything, that literally, they cannot kiss ... " Associate Producer, Marcel Zammit 
agrees that there are strict limits on the way the series can approach social issues; 
that the show can't be at all explicit in relation to the representation of sex; and that 
the narrative form of the safe sex sequence is about as "risque" as the show can get. 
Finally, Network Censor for the Seven Network, Sandy Scott, observes that in safe 
sex sequences, the limitation of the classification means that when the term 
"protection" is used to refer to both protection against pregnancy and against STDs 
and HIV, it is only the first of these aspects that can be discussed in any depth; the 
second is only to be referred to "obliquely," and the third is "off limits 
altogether." 
Inherent in these assessments of the representational scope of the series is, firstly, 
a notion of the audience, and secondly, one of the "system" within which production 
personnel work. All four agents in this production process are mindful that they do 
not "talk down" to the audience (Zammit and Stevens); that they do not, on the one 
hand confuse the very young children who watch, and on the other, condescend to the 
older teenage viewers (Scott). But underlying this figure of the audience is another 
element, that of the broadcasting "system" which it is possible to see as more 
powerful and determining than that of the audience. This, in turn, has implications 
for the representational possibilities. 
There is something of a production "ladder'' in place in regard to the development 
and manifestation of storylines on Home and Away. Millin, for example - while he 
acknowledges the importance of the classification itself - holds the producers as the 
source of "veto" on the creative development of challenging social material. Thus, 
in relation to the lesbian character, Millin relates that the writers and story 
editors (Ray Harding and Greg Handrick) were "quite shocked" when the producers 
themselves proposed the story: "our jaws hit the floor because at no time had they 
suggested something like that." Millin further explains however, that in this case, 
the storyline was perceived to be viable because it had worked on the English soap 
opera, Brookside: "if the writing staff had taken it to the producers they would have 
said, 'oh, well, it's a bit brave."' In turn, however, Zammit, as Associate Producer, 
looks specifically to Scott, as Network representative, as the gatekeeper of 
representational policy. Zammit describes Scott as an "arch conservative" and 
acknowledges that it is Scott's own personal attitudes and values that he must bear 
in mind when considering story material. Scott himself, meanwhile, acknowledges 
that as the Censor he leans toward a cautionary, more conservative position. 
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Ultimately, then it is Scott who approves or rejects story material- both at the 
developmental stage and in his power to edit existing material. Even the relatively 
innocuous material contained in the HomeandAwaysafe sex sequence was considered 
too risque by Scott. Significantly, it is he who makes the link with the figure of the 
audience; who upholds the notion of "family viewing" and rejects the practice of 
seeking the exemption ins. 2.5 for "[p]rograms dealing in a responsible way with 
important moral or social issues." Scott sees that there are ways of approaching 
these classifications which allow some material through- as long as it is heavily 
contextualised within character relations and existing narrative conventions. An 
example of this he supplies in relation to the safe sex sequence is the "oblique" 
consideration of abortion as one, unspecified "option" for a teenage girl. Thus, if the 
series raises the practice of giving up a child for adoption at one early point in the 
narrative, then at a later point suggests that a girl might have a couple of "options" 
in relation to the pregnancy, those options might well be thought by younger 
viewers to be having the child and raising it or having the child and giving it up for 
adoption; but the leap might also be made by older viewers that abortion is being 
referred to without being named. 
Scott considers that this act of suggestion in relation to matters that cannot be made 
overt is almost a way of subverting the classification system, and he prioritises this 
over the use of the social issues exemption. He believes that if the classifications a~e 
pushed too far they become meaningless and that changes in representational 
patterns do occur, but they occur slowly, over time as the networks make 
incursions into the classifications that do reflect changing community standards.24 
This is a different attitude altogether from that of both Zammit and Millin. As 
Associate Producer, Zammit claims that when it comes to social issues, "we do the 
best we can" and that sometimes this can be interesting and worthwhile. But the 
form itself and the conditions which are imposed upon it by the classification and the 
approach of people like Scott mean that there will always be a difference between 
what can be achieved in Home and Away or Neighbours on the one hand, and a series 
like Heartbreak High on the other. Similarly, for Millin, as a gay man working as a 
scriptwriter, a series like Home and Away operates at one remove from those such 
as Heartbreak High and GP. He emphasises the high volume and turnover in Home 
andAway. "part of the problem is the huge amount of material that you're churning 
out- it's just so massive that some of it works and some of it doesn't." Accordingly, 
24 Scott suggests the approach to sex and violence as an example of this: while the repre~entation 
of sex has become more liberal over the last decade, there has been a closer attention to the 
representation of violence. 
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there is little scope for Millin's own perspective to develop within the narrative 
framework of the series. The scripts are produced on a turn-around basis, so that 
Millin appears when he is rostered on; within any one week there might be the 
possibility of slotting him in to a write a gay storyline, but this is very arbitrary. 
This was the same situation that characterised his involvement in the needlestick 
episode of E Street; in contrast, on Heartbreak High Ben Gannon, the Executive 
Producer, arranged to have Millin write a couple of the gay episodes. It also 
contrasts to GP where producer Greg Shears pushed to have Millin as the writer and 
himself as director. 
The notion of the regulatory system within which the series is developed clearly 
guides the work of all three figures in the production of Home and Away. As 
mentioned above, in Millin and Zammit's case, there is even a degree of "self-
censorship" as Zammit terms it, that the producer and writer apply to their work -
they know the limitations of their form and pull back from attempts to produce 
material that will only be edited out at a later stage. And Stevens clearly locates the 
"source" of this surveillance at the Network level: 
[y]ou generally know what the network philosophy is. You generally know 
what target audience each show has. To a large extent there is a self-
censoring process in choosing what stories to do (p. 39). 
A similar production culture has been described by Morgan Smith, a Script Editor 
on Paradise Beach, in relation to the Nine Network. Smith ( 1 994, pp 399-401) 
terms the producers "the Powers That Be" and explains how storyliners and 
writers and their editors were continually frustrated by the interventions of the 
producers' notions of what the series was about. Smith's comments are especially 
relevant since they relate to the attempted incorporation of safe sex within a script 
narrating the events surrounding the pregnancy of one of the core characters: 
the editors agreed to slip in a line of dialogue which was appropriately 
modest but at least mentioned safe sex. The line was deleted by the Powers 
That Be (no names, no pack drill) on the grounds that it was distasteful. The 
supervising editor asked what the kids on Paradise Beach did about 
contraception and safe sex and was told 'they ride bareback' (p. 399). 
Morgan offers two contrasting, yet consistent actions by these same Powers That Be 
insisting that two scenes be left in, one involving a sexual bondage joke directed by a 
sophisticated "fiftyish Frenchman" towards two teenage girls in bikinis (pp 399-
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400). The other was that a scene following a night in which a core character, Callie, 
spent the night at the house of another character, Sam. The scene opens with a close 
up of her underwear - even though the script insisted that "nothing happened" 
( 401 ). In these cases, the producers approached the question of the representation 
of sexual acts in terms of "what we could sneak past the Network censor" (p. 400). 
Millin explains how these conditions establish one reason that there has been no gay 
male character in the early evening soaps: the prohibition against kissing means 
that there is very little scope for personal as well as social exploration: "it starts 
to become too big a constriction and the character becomes token." Millin 
acknowledges that the HIV storyline suffers from an inappropriate use of the form, 
that it wasn't a "good issue" for Home and Away because "it's just a bit at odds with 
their way of storytelling." 
Millin is philosophical about his role in the series: 
I don't have any trouble switching because I'm a writer for hire and each 
show ... has its own level and you write at that level. Obviously, the more 
chance you get to push something or to do something that's different or 
interesting then you run with it. Obviously, it's much more satisfying to do. 
Equally, this lack of "innovation" in storylines translates to the style of the series: 
the whole show has its level and you've got to write for that level. It was no 
good putting in fancy camera moves for Home and Away because there's no 
way they can shoot them. And the same with Heartbreak High - the producer, 
the audience, expects something a bit more than 'over the shoulder'. So, 
you're actually putting that in. 
On the other hand, Millin was pleased with the lesbian storyline. He feels that the 
tokenism represented by a gay "issue" where the gay character cannot even kiss 
another character was avoided, or at partially subverted through the practice of 
"holding back" on the evolving storyline: "they really held back, so it was there, 
but it wasn't made a huge issue." This act, therefore, can be seen as one way around 
the classification problems: the needlestick/discrimination storyline didn't work 
because that form of pro-social drama does not fit the mode of operation of a series 
like Home and Away, yet a gay or lesbian teenage romance also would be unworkable 
because, from the outset it would be confined to only a pale imitation of other 
heterosexual romances. In this way, the lesbian storyline grounded the subject in 
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the larger notion of romance and implied a great deal, while openly stating very 
little. It is a piecemeal remedy, certainly, but it is one that at least manipulates the 
form in an innovative way. 
This "achievement" is one that results largely from the actions of identifiable 
agents within the production sphere, and it acts to refute the characterisation of 
series like Neighbours and HomeandAway as featuring merely "a plenitude of 
community, a world of utter, unproblematic ordinariness" (Ang and Stratton , 
1995, p. 130). Perhaps an understanding that better describes both these 
"manipulations" of the form by active production agents and their effects on the 
"text" - both in terms of the audiovisual text itself and the text of Neighbours or 
Home and Away as it is made meaningful by its viewers- is that provided by Sarah 
Mclean ( 1990) in relation to Neighbours. Mclean argues that "Neighbours is able 
to generate material supporting dominant paradigms only by first opening them up 
for interrogation" (p. 43). She describes the "fissures" in the text which allow 
negotiated and oppositional readings and gives the example of storyline dealing with 
the personal assault of the core character Madge: 
[m]erely by representing the possibility of female space and power as 
evident in Madge's self defence classes, the text cannot cover the cracks and 
fissures that Madge inserts into its usual ideological configurations (p. 44). 
Thus, on the evidence of both texts of Neighbours and HomeandAwayand on the 
actions and values of certain key production agents, it is at least possible to 
conclude, with Mclean, that "it is constantly possible, in order for the show to go 
on, that life may not always be as it is now" (p. 60). 
5 The limits of liberal moments 
As suggested at the start of this chapter, within both Neighbours and Home and Away, 
a sense of the "ordinary" arises out the failure of any extreme elements to develop a 
dominant and determining role in the ongoing narrative,zs as well as from the 
inescapably everyday locations. 26 As they do not rely on a systematic exclusion of 
the "unusual" or extra-ordinary, there is at least some scope for the inclusion of 
HIV and AIDS within their narrative structures. And in the storylines examined 
25These shows stand as a contrast to those such as Chances or Sylvania Waters which, as Ang and 
Stratton (1995, 1994) point out, depart from traditional representational modes, relying upon 
"spectacular" situations and character relations. 
26They do not, for example, feature the action-based drama made possible by the locatiqns employed 
in Police Rescue or Water Rats. 
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above, it appears that a space has developed for the representation of gay and lesbian 
sexuality as well as the practice of safe sex. HIV and AIDS, however, still remain 
subjects which sit uncomfortably within the conventions established in this form of 
Australian television. 
Both series are restrained, by an urge to what might be termed their "balance of 
possibilities." Although extreme prejudicial attitudes are expelled, so too are the 
"issues" that prompt their expression. Thus while the liberal pluralist discourse 
that "tames" these outlandish elements does at least shift the middle ground slightly 
to the left, there are two significant shortcomings to the process. First, the 
boundaries of this middle ground are not redrawn quite far enough to include a 
permanent presence; and second, those attempts to represent gay and HIV characters 
always employ a markedly normative concept of what an HIV or gay person ought to 
be. The best examples of the series' attempts to deal with some of the issues under 
examination are those where these issues fit with the everyday regimes of the 
teenage characters themselves. Thus in Neighbours, the subject of safe sex was 
expressed as a everyday teenage concern. And in Home and Away, the most innovative 
storyline involved the attempt to articulate lesbian desire as a manifestation of 
teenage romantic desire. HIV, however, could not find a place within Summer Bay 
and was never found within the streets of Erinsborough. This evidences an inherent 
limitation in the liberal democratic framework through which they are conceived. 
Liberalism alone fails HIV and it failed Neighbours. It sees HIV and homosexuality in 
terms of "issues;" in soap opera issues fade with passing plotlines, it is only the 
vague but enduring themes of teenage love, growing up, home ownership and the like 
that form the underlying discursive and narrative framework of the series. 
5. 1 The politics of restraint 
lan Craven (1989, p. 15) provides an earlier observation on the nature of 
"melodramatic excess" in these series that is later taken up by Stratton and Ang 
( 1994, 1995). Craven speaks of the "aesthetic of restraint" operating in 
Neighbours, whereby an "extended network of storylines is deployed with a visual 
and narrational style whose hallmark is a basic sense of restraint." The series' 
strength he sees as its presentation of the suburban as a valid lifestyle that does not 
attempt to universalise other iconic elements of Australian life such as surf culture 
(as in HomeandAway) or the outback (as in The Flying Doctors). Craven argues 
that 
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Neighbours will remain important as a daily reminder of merely 
characteristic aspects of Australian lifestyles that will at least problematise 
the unique aspects usually foregrounded elsewhere (pp 30-31 ). 
The links between these two observations of the "aesthetic of restraint" and the 
problematisation of what might be called the "exotic Australiana" element of series 
drama are revealing. 
When Craven wrote on Neighbours in 1989, it may well have been the case that the 
series' "aesthetic of restraint," directing it away from the high glamour and excess 
of US soaps and towards the social realism of UK dramas, resulted in "a peculiar 
realism." This realism was 
a combination of the seamless illusionism of Hollywood-style narrative and 
the more observational realisms of television drama robbed of its usual 
subject matter (p. 19, emphasis added). 
To a large extent, the approach has evolved since that time. While the absence of 
exotic Australiana still provides an implicit critique of what were, during 1996 and 
1997 the two most popular television drama series (Blue Heelers, based on the 
bush and Water Rats, based on Sydney Harbour), Neighbours also conforms to the 
patterns of social problematisation described so far. The discourse of liberal 
democracy has come to Erinsborough, along with all other fictional locations, 
bringing with it the urge to problematise lifestyles, attitudes and values along 
certain, well-defined lines. As the analyses of some of these storylines above 
demonstrates, however, the deployment of liberal discourse in Neighbourstendsto 
allow for the manifestation of "liberal moments" rather than coherent philosophy 
moving towards the social democratic found in GP or the later ACP. In this way, it is 
possible to see the liberal democratic discursive framework as an extension of the 
"aesthetic of restraint" described by Craven: the aesthetic of restraint is 
complemented by a politics of restraint. As it applies both to Neighbours and Home 
andAway, this is a politics of the cul-de-sac, a politics of the middle ground. 
What this discursive turn has achieved is the removal of at least some of the "entry 
level" obstacles that result in the "textual effacements" Craven refers when 
sanctioning Germaine Greer's complaint (1989, p. 5) that "[n]o one is poor or any 
colour but white." Craven further references Robert Allen ( 1985, p. 7 4) in 
asserting that it is "structural pressures" that account for "the effacements 
practised by soap opera at the level of representation:" 
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[t]he problem of including blacks and other racial groups in soaps is not one 
of working them into plot lines but of dealing with the paradigmatic 
consequences of their entry into the community of the soap opera world 
(Craven, p. 20). 
It is these "paradigmatic consequences"- of the inclusion of gay and lesbian 
sexuality, safe sex and HIV -that Joy Fuqua ( 1995) addressed in relation to the 
incorporation of an HIV storyline featuring a gay character in the US daytime soap, 
One Life to Live. The same applies, of course, to the episodes of E Street mentioned 
above. Craven himself signalled the important and intensified relationship of liberal 
pluralism to soap opera in a subsequent article ( 1992, p. 243), citing Albert 
Moran's analogy between the multi-character soap opera and an emergent "multi-
cultural" Australian society (Craven, p. 243, citing Moran, 1989, p. 247-248). 
Craven relates that Moran's study 
implies both moral and political possibilities for soap opera ... in terms of 
its characteristically casual and fragmentary recognition of difference. 
Stratton and Ang (1994, 1995) would disagree with the statement. They categorise 
soap opera in terms of its embrace of radical excess (as in Chances and, to a lesser 
extent, E Street), its containment of melodramatic excess (as in A Country 
Practice), or its exclusion of melodramatic excess (as in Neighbours). 
In relation to the category of radical excess, it can be observed that although the 
final months of E Street are famed for their outrageous storylines, the series always 
embraced a degree of excess. The show's major star, Penny Cook, was written out 
after two seasons when her character, Ellie (a GP) was shot by a villain who 
terrorised the neighbourhood. Also within two years of the series' initiation, three 
of the core characters were killed off when a bomb exploded in Patchett's pub. Ang 
and Stratton (1995, pp 131-32) speak of this 1'serial killer" storyline in terms 
of its suggestion of an element of "radical excess" which the show ultimately 
curtailed by killing the character off. While the description is appropriate, the 
authors' seeming expression of "regret" that the serial killer story could not 
"succeed" highlights a problematic approach to the critique of excess. They claim 
that a series such as Neighbours cannot conceive of the notion of a serial killer, and 
go on to pose the question: 
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[i]f serial killers are now accepted as a part of everyday life, as are non-
nuclear families, then we must ask how the ideological claim that Neighbours 
represents "real life" is legitimated. The answer is that Neighbours is not 
set in the present. As a utopian fantasy it is set back in a timeless past (p. 
132). 
Stratton and Ang seem to miss the point that while multiple murders do indeed occur 
in "real life," the category of the "serial killer" is very much a tabloid television 
construction. Gay and lesbian representational studies, for example, have 
documented how this figure has proliferated in Hollywood films in relations to gay 
men and lesbians (Raymond Murray (1994), for example, has separate entries for 
"gay killers" and "lesbian killers"). 
The category of melodramatic excess is based on a unifying notion of the family, its 
function being 
to represent unproblematically the ultimate viability of an everyday world 
held together by a moral repertoire centred around family values 
(Stratton and Ang, 1994, p. 4). 
The naturalisation of this moral code is systematically effected through the 
emphasis of the "ordinariness" of the world of Erinsborough- both in terms of the 
content of the narrative and the style of the series. 
The text is one that Ang and Stratton believe is characterised by an absence of excess 
- and of difference. A sense of social harmony that they term "liberal harmony" is 
achieved, one necessarily based on the exclusion of difference: 
all non-Anglo Celtic racial and cultural groups are excluded in order to 
achieve the apparent liberal harmony ·of the soap. The basis of this liberal 
utopia is an underlying homogeneity of interest, a shared value system 
( 1995, p. 1 30). 
Ang and Stratton's observations might well still be valid in relation to race and 
ethnicity in Neighbours, and Lesleyanne Hawthorne (1996, p. 65) has made 
similar pertinent observations in relation to HomeandAway. 
[t]he device of centring HomeandAwayaround a succession of fostered 
children provides a brilliant rationale for systematic ethnic exclusion ... 
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Two boys (Frank and Jack) are briefly acknowledged as being of Italian and 
half-Lebanese descent. Yet by definition each has been abandoned by his 
natural family, leaving him free to identify as 1 00 percent Australian in 
terms of language, culture and personal style. 
However, the representational possibilities for HIV and AIDS and gay and lesbian 
sexuality, in both Neighbours and Home and Away, have not been static the inception 
of the two series in 1985 and 1988 respectively; though the "politics of restraint" 
which guides the irregular deployment of liberal discourse in these series, the 
reference point for "mainstream" Australia is not fixed- it evolves over time as 
certain subjects become topical and are incorporated in the shows' storylines 
through the recurrence of these "liberal moments." Certainly, the lesbian 
storyline in Home and away appears to (temporarily) refute the universality of the 
urge to social containment claimed by Lesleyanne Hawthorne ( 1996, p. 65): 
[t]eenage runaways are brought to Summer Bay in a state that is preferably 
feral. Their problems are explored and resolved with considerable 
voyeuristic zeal. In the process, homeless deviants are socialised into good, 
upright citizens. 
It is certainly true that the "foster kids" are trained and socialised to fit the values 
of Summer Bay, but the category of the "upright" law-abiding citizen is one that 
not even Home and Away anticipates: it is significant that the role of the law, for 
example, is minimal in both HomeandAwayand Neighbours- there are no 
permanent, sympathetic local coppers. And the character of Shannon is far from this 
ethical ideal. While she, too, is a foster child living with Pippa, she develops as a 
character who expands the ideological conventions of the series. 
The ethical training with which these series do engage in is relation to self 
management; hence the suitability of the notion of "protection" to the everyday 
discourse of teenage life. As a result, the "liberal moments" are generally even less 
successful than those of the JNP lecture mode found in A Country Practice. It is 
precisely at the moment when the ethically recalcitrant Melissa is recruited to the 
Kennedy's social cause of freedom of sexual preference, for example, that the 1996 
gay storyline in Neighbours is least successful - as the everyday discourse of 
teenage life is swamped by the educative urge of liberalism. In effect, the tension 
between the desire for a conventional community and the necessity of contemporary 
themes imposes on the series the requirement to continually reiterate where the 
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boundaries of community consciousness (and social problematisation) lie. In ACP 
this leads to a continual definition and redefinition of the place of HIV and other 
"social" subjects within the existing social order; in HomeandAwaythe subject is 
placed outside this social order; in E Street and Neighbours such efforts are designed 
to shore up a tenuous and ephemeral sense of community in an urban setting. 
Thus in all three series examined above- Neighbours, HomeandAwayand E Street 
-the representation of HIV suffers from the convention of the "liberal moments" 
formula which is seen to fit the needs of serial soap opera. Accordingly, we turn now 
to an example of serial drama which breaks these conventions and approaches the 
subjects of HIV I AIDS and gay and lesbian sexuality through a fundamentally 
different methodology - Pacific Drive. 
Chapter Seven 
Pacific Drive: adult soap 
"a new /ate-night sex 'n' surf drama for the Nine Network" 
"Homicide with a dash of peroxide" 
"Pacific Drivel" 1 
1 Industry placement 
Both the pre-launch publicity for Pacific Drive and its critical review were framed 
in terms of generic expectations. The publicists spoke of a hip, new contemporary 
drama - the Australian Melrose Place. The reviewers saw it - often to its detriment 
-as quintessential "soap;" they acknowledged the Melrose influence while slotting 
the series into a tradition of Australian television that included Chances, Number 96 
and The Box. 2 
"Quality" in the new serial was disputed on two counts: its production values 
(textual style and appearance) and its content (plotlines and narrative themes). 
While the production standards of high volume soap opera inevitably suffer in 
comparison with the high budget, low volume scale of "quality drama" productions, 
Pacific Drive carried two further handicaps. First, both its name and its location 
{the Gold Coast) recalled its immediate predecessor at the Nine Network, the recent 
low budget, late afternoon teen soap, Paradise Beach. Second, it was scheduled in the 
11.00 pm timeslot. The late night placement and its subsequent revision did not 
escape the notice of reviewers, who interpreted the initial programming decision as 
a quality-based decision by Nine to bury the series before it had even screened. 
From the time of its launch, therefore, Pacific Drive was received as a series that 
was doomed to follow its predecessors at the Nine Network. Against this background, 
its survival depended on its overseas sales and on the generation of a cult audience -
1 David Brown, TV Week 1 6-1 2-95, p. 76; Sandra McLean, Courier Mail, 9-1-96, p. 22; Jane Freeman, The 
Guide, Sydney Morning Herald 29-1-96, p. 11. 
2 Disparaging comments included reviews in the Sydney Morning Herald (above), "a painfully clumsy 
piece of television" and an article by Sue Williams in The Australian (29-1-96) titled "Where quality is 
not a shore thing." In reporting extensive overseas sales in March 1996, the Sunday Mail (Christopher 
Taylor, 17-3-96, p. 42) described the series as "slammed by critics and considered a ratings failure." 
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first a late night/timeshifting audience, then a day-time "soap" audience. 
Interestingly, as the export value of the series improved and the Nine Network made 
the unusual move (in March 1996) of programming repeat screenings in the early 
afternoon timeslot of 3.30 pm, the domestic audience became more fragmented. 
Despite the fatalist tone of most mainstream reviews, production values in 
Australia's only "adult" soap are, for this form of television, demonstrably high. 
Walsh and Tom (1996, p. 4), for example, note the "arthouse," filmic approach to 
lighting that produces a film noir look, along with the use of the single camera 
technique, allowing movement through rooms and permitting sets with four walls. 
The series features a high proportion of exterior daytime shots that complement the 
carefully constructed "natural light" appearance of the studio sets. The results lend 
the series a sense of style that aptly serves the melodramatic content and allows for 
a range of contrasts of expression ,unknown in the naturalist uniformity of style that 
defines most Australian soap opera. This is not the "radically distinct narrative 
economy" of Neighbours described by lan Craven ( 1989, pp 7 -8), where flat 
lighting and strictly functional editing and camera work emphasise the everyday and 
the "ordinary." Finally, the pace and structure keep the narrative - and the 
character development- moving forward, preventing it from stalling in any 
unproductive plotline. The use of short, concise scenes which resolve subplots and 
regularly introduce new narrative threads contrast to the lengthy, slow-paced 
scenes subject to frequent interruption, delay and re-play that characterise much 
daytime soap opera. The HIV storylines are also well-researched. 
These formal aspects of the "style" of Pacific Drive are more than simply cosmetic 
elements of the series' composition: they are heavily implicated within a broader 
sense of style that underlies the strategy to create an Australian soap opera with a 
"prime-time" appearance. The stylistic qualities of the US "glamour" soaps from 
the 1980s (Dallas, Dynasty, Falcon Crest) and the 1990s (Melrose Place, Models 
Inc., Central Park West) are far removed from both the naturalist suburbanism of 
the early evening Australian soaps and the slow-paced drama series that have 
traditionally defined Australian television. Clearly, this attempt to produce 
something different has a foundation partly in the allure of overseas sales, and 
particularly in the potential reward of a US network deal.3 In fulfilling this brief, 
3 Cunningham and Jacka (1996, pp 174-178) provide an analysis of the US market orientation of 
Paradise Beach; Walsh and Tom (1996, p. 4) update this to make reference to Pacific Drive: "[w]hen 
Paradise Beach bombed in Australia, it was still wanted overseas, but the makers decided to come up 
with a program which would succeed at home as well as away. The target demographic was shifted 
away from teens to 20s and 30s, and with the new audience in mind, Pacific Drive was formulated. 
Market first, concept second." 
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the contributions of key creative personnel demonstrate a desire to shape a series 
that is intrinsically different from other Australian drama - both from serial soap 
opera and pro-social series drama. Most importantly, the project involved a 
commitment to "quality" with a celebration of melodrama: associate story editor, 
David Hannam, enthused, "the more outrageous, the better," while executive 
creative consultant at Nine, Bevan Lee, explained "[w]e wanted to do something 
camp and outrageous" (Williams, 17-1-96, p. 12).4 Its inclusion of the first 
permanent HIV positive core character on Australian television along with a 
permanent lesbian core character under such conditions indicates a textual design 
that is far removed from that of the "pro-social." It also distinguishes Pacific 
Drive from all other series examined above. 
2 The Australian Melrose Place 
2. 1 Style and sexuality 
Though it might have more in common with other (failed) "glamour" soaps such as 
Taurus Rising ( 1982), Prime Time ( 1986), Possession ( 1985) and Return to 
Eden ( 1986) from the 1980s and Chances ( 1991-1992) from the early 1990s, 
Pacific Drive's embrace of a lesbian character and an HIV positive character also 
promotes comparisons to the 1970s soaps, Number 96 and The Box. Comments 
from key production personnel involved in the development of Pacific Drive indicate 
that the earlier series were important sources of ideas and approach in crafting 
Pacific Drive. David Hannam explains the derivation of Pacific Drive from the 
1970s soap opera style embodied by Number 96 and The Box: "it's a bit sassy, a bit 
naughty. This is a return to the kind of soaps we saw in Number 96 and The Box ... 
the irreverence, the innate sense of fun." 
The invocation of the camp excess of this 70s style is accompanied, moreover, by an 
acknowledgment of a more "social" function of representing sex and sexuality. 
Number 96 and The Box included, respectively, a gay character and a 
lesbian/bisexual character in their cast and are recognised as pioneering gay and 
lesbian representation in Australian television. 5 
4 This association of melodrama with a lack of "quality" is also made despite the key role of Bruce 
Best as producer, a collaborator on "quality drama" productions like GP and Heartland. Best's 
"credentials" are cited in such a way as to suggest that his involvement in Pacific Drive should be 
seen as something of an anomaly: Mclean (Courier Mail, 9-1-95, p. 22) wonders "what a guy like Best 
is doing on a show like this" while Williams (The Australian, 17-1-96, p. 12) notes that Best's "long list 
of credits includes the rather more cerebral Heartland, GP, Law of the Land and even A Country 
Practice." 
5 See Keith Howes (1994), pp 561-562 (Number 96) and Howes (1996), p. 47 (The Box and Number 
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It is significant, then, that this aspect of the new series' "heritage" was also 
highlighted in the promotion of Pacific Drive. Prior to the launch of the show, the 
series' publicist, Andrew Mercado, made a decisive statement to the (straight) 
press on the role of the lesbian character: 
[t]his is the first long-running positive depiction of a lesbian on Australian 
TV ... There was the Freak in Prisoner, but that was negative. There was also 
Vicki Stafford in The Box, but she went bi. Our lesbian is going to stay a 
lesbian (quoted in Walsh and Tom, 1996, p. 5). 
In the same article, Executive Producer, Nick McMahon provided a reassurance that 
homosexuality would be approached in a "totally acceptable, natural, normal way" 
(p. 5). The association with other television series with a record of gay and lesbian 
representation was promoted in early publicity material as the new series was 
described as both a cross between Melrose Place and Armistead Maupin's Tales of the 
City and a cross between Melrose Place and Number 96 (Williams, 17-1-9 6, p. 
48; 2 9-1-9 6, p. 1 6). 6 Further, an ongoing, direct interaction with a gay and 
lesbian reading culture (particularly the gay and lesbian community in Brisbane) 
was actively pursued by the production company. 7 Hence, although the gay and 
lesbian audience did not exclusively define the Pacific Drive audience, it was a 
demographic worth courting. 
The appeal of the new series was soon picked up in the gay and lesbian press. An 
acknowledgment of the camp soap opera heritage of Pacific Drive is made by Keith 
Howes (1996) when he sanctions the new series in the gay magazine, OutRage: 
Number 96 ( 1972-77) was one of the triumphs of Australian television. It 
was also a valuable, and arguably an invaluable, adjunct to the gay political 
movement of that period. A pioneer in the depiction of homosexuality in a 
mass audience entertainment (p. 47).8 
96); Kerry Bashford (1995), p. 79. For a (rare) contrasting opinion on these characters and those of 
Prisoner, see Barry Lowe (1980). 
6 Stephen Walsh and Emma Tom in the Sydney Morning Herald's The Guide (1-1-96, p. 5) also 
described the series in the former terms, though citing Bevan Lee, Executive Creative Consultant, as 
the origin of the label. 
7 The "stars of Pacific Drive" have appeared at various lesbian and gay events including an HIV I AIDS 
film screening at the Brisbane International Film Festival in August 1996; the premiere screening and 
following function (held at a gay and lesbian hotel) of the gay film Beautiful Thing, September 1996; 
and a fundraising function for the Queensland AIDS Council in September 1996. 
8 Both Howes in this article (p. 47) and Martin Goddard (1990, p. 42) in an article in OutRage cite the 
testimony of Dennis Altman, a well-known gay activist and academic, on the importance of Don 
Finlayson and Number p96: "Don was just as important as all of us activists" (Goddard). 
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Howes describes Pacific Drive, as a "show partly aimed at queens." His five page 
feature article appeared in the May 1996 edition of OutRage - Australia's biggest 
selling gay magazine- complete with a competition (endorsed by the producers) 
seeking readers' ideas on the development of a gay male character. The Melbourne-
Brisbane gay and lesbian newspaper Brother-Sister featured stills from the series 
and an interview with Libby Tanner (who plays Zoe Marshall), instructing readers 
to "[t]une in to Channel Nine's new adult soap which has already aired a transsexual 
storyline and established a [sic] ongoing lesbian character" (8-3-96). The Sydney 
Star Observer "launched" the series with the heading, "Pacific Drive: Boys and 
girls, this one's for you" (25-1-96, p. 17), allocating the series weekly updates 
in the "Small Screen" media section. Furthermore, the series was endorsed by 
Australia's leading lesbian publication Lesbians on the Loose, which announced the 
arrival of the show to its readers, 
when good-time girl Zoe finds Ms Right and comes out, her colleagues and 
friends take it in their stride - nobody dies, faints or vomits. Amen to that 
(February 1996, p. 9). 
An exclusive publicity shot of the first "lesbian kiss" from Pacific Drive, having 
been refused by Women's Day, was adopted as the cover article for the important 
March issue of Lesbians on the Loose; the character of Zoe being described as 
"Australia's first non-tragic lesbian. "9 
It is important to recognise the real, documented engagement with this text - and its 
endorsement - by a lesbian, gay and HIV reading culture. Like the audience for GP, 
this is a critical and engaged audience 1 o which responded to the dual appeal of camp 
performance and excess coupled with the representation of gay and lesbian sexuality 
and HIV and AIDS. It is this combination of the two elements that provides a useful 
response to the technique of "radical excess" that is celebrated by Ang and Stratton 
(1995) in their discussion of Chances. 
9 Cover story (uncredited), Lesbians on the Loose, March 1996, p. 3. The March issue is significant 
because it operates as a tie-in with the Sydney Gay and Lesbian Mardi Gras - the image of Zoe and 
Callie kissing appeared throughout coffee shops, bookshops and other outlets around the lesbian and 
gay districts of Sydney at this time. 
1 OReviewers also noted inconsistencies, such as in the actions and attitudes of the HIV positive 
character (see Kevin Dickson in the Sydney Star Observer, 21-3-96, p. 16). The same writer urged 
viewers to call Channel Nine to object to the Network's cut of the lesbian kiss scenes from daytime 
re-runs, providing a phone number and the instruction to "[t]ell Nine you love the Drive" (8-8-96). 
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Ang and Stratton characterised the earlier Australian soap as "postrealist" in its 
preference for "non-order and contingency rather than order and rationality" (p. 
123), arguing that the series 
always emphasised sexual relations as a totally pragmatic function of sexual 
desire. In this way Chances uncoupled sexual behaviour, in an entirely non-
moralized way, from the overdetermining moral order (p. 125). 
Ang and Stratton's argument works well when applied to Chances. However, the 
argument that postmodernity has altered the conditions of representation is 
ultimately an unsatisfying assessment of contemporary modes of representation and 
carries disturbing implications for any prospect of social change within the social 
field itself. Ang and Stratton celebrate the series' construction of 
a world no longer held together by a central moral order, where there is no 
ultimate reassurance of a "normal" everyday life in a binding family-based 
community, where there is non-order (p. 128). 
This removal of the hegemonic order of "normal" everyday society might be a 
welcome innovation to gay and lesbian audiences. However, the reading culture 
established around both Pacific Drive and GP in the gay and lesbian press shows an 
active engagement with aspects of representation that has developed out of a 
structuring absence of gay and lesbian people in mainstream media. In short, it may 
be far more preferable for gay and lesbian, HIV and other audience groups to engage 
with and work on the representational forms found in proclaimed "liberal" (yet 
essentially conservative) series like Melrose Place than to endure the 
"postrealist" vacuum of the Chances described by Ang and Stratton. 
It is this recognition of and engagement with the social that distinguishes Pacific 
Drive and provides a significant appeal for lesbian and gay audiences. Far from 
embracing the "radical" excess of Chances; Pacific Drive thrives on the 
"melodramatic excess" evidenced in most soap opera (see Ang and Stratton, 1995, 
p. 128) Its unrelenting insistence on the "normality" of lesbian sexuality and HIV 
status ensures that, rather than "abandoning" a social and moral order, it is 
redrawing the existing order of soap opera. And although Ang and Stratton would 
appear to consider Chances the benchmark for all soap opera after 1992, the 
"heritage" of Pacific Drive is found elsewhere. 
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Most importantly for this investigation, the significance and the complexity of the 
act of incorporating a permanent HIV positive character within an essentially 
"mainstream" series needs to be recognised. Howes cites the 1970s precedents for 
gay and lesbian characters and compares the lesbian character in Pacific Drive to 
her "predecessor:" "Zoe could be to '90s Australia what Don Finlayson ... was to the 
previous generation in Number 96." He also tacitly approves the actor (Melissa 
Tkautz) who plays the HIV positive character, as well as the production company, 
when he credits Tkautz's involvement with HIV positive people and support groups 
(p. 48). But Howes merely hints at the significance of the transformed social field 
over the period from the 1970s to the 1990s; he fails to consider both the role of 
HIV as a determining factor in gay and lesbian representation and the inextricability 
of questions of gay and lesbian identity in carving out a space for an HIV 
subjectivity.11 
2. 2 The post-pro-social: soap after AIDS 
The time difference that spans Number 96 in the 1970s and Pacific Drive in the 
1 990s is crucial in explaining the scope for representation of HIV I AIDS and gay and 
lesbian sexuality. While the possibilities for representation of "problematical" 
characters in television drama have expanded since the 1970s to include the HIV 
positive figure, the representation of homosexuality itself has been confined by the 
continuing interrelation of gay and lesbian subjectivity with this new HIV 
subjectivity. But whereas the gay and lesbian characters of the 1970s were 
conceived within a social climate where sexual activity was unconstrained by the 
limiting discourses of HIV and AIDS, they were also conceived within a political or 
ideological framework that did not support a pervasive liberal democratic 
discursive framework through which social issues could be seen. As the social field 
itself has changed, so have popular cultural conventions. Earlier chapters have 
documented how most explorations of HIV subjectivity of the 1980s and 1990s have 
been performed via the form of the "pro-social" series drama and the "liberal 
moments" of soap opera; indeed, the "pro-social" has evolved into an almost 
standard discursive embodiment of social issues in television drama. In the 1990s, 
these expressions of the pro-social have therefore become the "standard frame of 
reference" for HIV and AIDS. 
11 It should, however, be acknowledged that Howe's piece was a magazine article; he has also 
produced an extended review of gay and lesbian representation in his book (1994 ), Broadcasting It, 
references to which appear in this and earlier chapters. 
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Pacific Drive distinguishes itself in the current scheme of Australian television 
drama in that it reframes the issue of HIV I AIDS. Though it has been instrumental in 
raising the representational stakes for both HIV and gay and lesbian sexuality, the 
pro-social demonstrates difficulty in involving a sexually active HIV positive 
character in the ongoing, week-to-week narrative. While there were precedents for 
incorporating gay characters into an ongoing narrative, prior to Pacific Drive there 
was never a permanent HIV positive character. Pacific Drive not only includes such 
a character in its core cast, it effects this through a form which eschews the 
pedagogical mode of much television drama. In this respect, Pacific Drive can claim 
the role of the "post-pro-social": it is the first series to explore what might lie 
beyond the pro-social for the representation of HIV and AIDS. 
This new emergent form results, in part, from a reappraisal of the place of "social 
content" in television drama - and the nature and function of soap opera within the 
schedules of Australian televisi"on. This reappraisal is, moreover, a new strand in 
the processes of social problematisation described by Tom O'Regan (1996) and 
identified in the other Australian series examined in earlier chapters. Significantly, 
series producer Bruce Best is willing to articulate the aim of the program in 
essentially political terms: 
"[i]t is left of centre ... A lot of Australian drama sticks right in the middle 
of drama, like Blue Heelers. I am not saying that is a bad thing but it is a 
type we traditionally embrace, where the truth prevails and the baddie 
always goes to jail. We have bent that a little in that the truth may not 
always prevail and the baddie might not always go to jail" (quoted in 
Mclean, 1996, above). 
These terms suggested by Best, combined with his support for the innovative formal 
style of the series, provide a clear indication of the link between content, approach 
and style. It is the "middle-road" described by Best that embraces the "liberal 
moment" of social interrogation which characterises much contemporary drama. 
Pacific Drive is distinguished from its contemporaries by the inextricability of 
several key elements in the series: the stylish appearance, the camp performance 
and the melodramatic form, the storylines on HIV and gay and lesbian sexuality and a 
sense of multiperspectivism (examined below) achieved through the shifting 
subjectivities of a large and diverse, cosmopolitan core cast. All of these elements 
combine to produce the form that is "off-centre." 
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These elements further articulate with the marginalisation of the series into a late 
night timeslot and its courting of the gay and lesbian audience in the face of 
dismissive mainstream critical reviews. The fact that the series has been 
constructed in the press as occupying the "other end" of the television spectrum 
from the "quality drama" productions like GPindicates a reluctance on the part of 
critics to acknowledge an interrogation of the social that is not framed in the 
familiar surveillant discourse of liberal tolerance. Reviews that collapsed the 
"outrageous" narratives with the function of the lesbian and HIV positive 
characters evaluated these figures as just two more lurid elements in the 
melodramatic excess of a Melrose impersonator. 12 What they failed to acknowledge 
is that their implication within the very essence of the melodramatic form that 
defines Pacific Drive is itself the most productive aspect of its narrative structure 
and its scheme of character relations. 
The key to the success of Pacific Drive therefore lies not in some marked originality 
in the new serial, but in this combined approach to style, content and audience. In 
this "adult" soap, social issues are incorporated within those elements of soap 
opera that are fundamental to its form: the extended narrative exposition possible in 
two hours per week; the inevitable and exhaustive deconstruction and 
reconstruction of key dramatic moments; the web of interconnecting relationships 
that links all characters and seeks meaning in even the most obscure and tentative of 
associations; and the drama of sexual negotiation and performance and its infinite 
ramifications. Of the fifteen core characters appearing in the first five months, for 
example, one has HIV and eleven more have slept with her, or slept with someone 
else who has slept with her, or slept with someone else who has, in turn, slept with 
someone who has slept with her! 13 
This complete incorporation of either an HIV positive character or a lesbian 
character within the lives of the other characters is unprecedented in Australian 
television drama. It is useful, then, to trace how these two aspects of the series 
became an essential part of its form in such a short period on air. 
12see, for example, Sandra Mclean in the Courier Mail, 9-1-95, p. 22. 
13 This is the " HIV count" after the first five months of the serial. It includes in the core fifteen 
characters the figure of Sonia Kingsley who was murdered in the first episode but whose "presence" 
is ongoing within the lives of the other characters (it emerges in due course that she frequented 
Brett, the gigolo and that she was mother of Luke, the lifeguard; and when her daughter, Amber, 
returns in the second episode, she enters into a relationship with her mother's husband, Trey). Of 
the remaining three characters, Tim has slept with no-one except his clients (he, also is a gigolo), 
though he begins to have sex with Bethany - and stops when she tells him she is HIV positive; and 
Luke and Laura have only slept with one another. 
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3 Setting and story 
Pacific Drive is set "on the coast," a place not specifically identified as 
Queensland's Gold Coast, but which locates itself by reference to "the city" and to 
"the Valley." Reviews at the time of the series' launch noted the promotional 
references to "a mythical strip between a tourist Mecca of yellow sand and a red-
hot cosmopolitan city." Despite the optimistic and somewhat futuristic overtones of 
this vision- a utopian rather than a dystopian Demolition Man-style "San Angeles" 
definition of topography - this location is important to the representational 
framework established for the show. 
As the territory of the coast is staked through the intersecting adventures of a range 
of characters, the narrative perimeter of Pacific Drive widens to embrace new 
possibilities and new permutations of character relations. Like many soap operas, it 
is based around a powerful family, in this case the Kingsleys - small-time, when 
compared to those of the American prime time "supersoaps" like Dynasty, Dallas 
and Falcon Crest or the daytime serials like Bold and the Beautiful, Youngandthe 
Restless or Texas, but on an Australian scale the domain of the Kingsleys is of a 
comparable standard to those of Sons and Daughters, Chances and Return to Eden. As 
in most drama series, there is a selection of home, work and social locations. There 
are eight core home locations; four central work sites - the Kingsley offices, the 
radio station, the beach (which doubles as a site of social interaction) and the yacht 
from which Brett and Tim work as gigolos (also their home); and there are three 
regular "social" sites" - a nightclub/pub, an outdoor harbourside cafe and the 
beach. The series also regularly features new exterior locations. 
Played out against this well-defined coastal backdrop is a complicated and 
multilayered story, tentatively held together over the first six months by the 
ongoing plot of a murder investigation. In addition to the everyday dramas of sexual 
encounters and the formation and dissolution of relationships, there are three major 
plotlines over this period: the murder investigation, the fight for control of the 
Kingsley corporation, and the HIV storyline. 
The serial opens with the murder of the family matriarch and head of the Kingsley 
corporation, Sonia Kingsley. Predictably, this event and the investigation it 
promotes provide the serial with a productive narrative device that extends over the 
first four months. Eventually, the killer is revealed to be Adam, who is the family's 
lawyer and also Amber's trustee, Luke's flatmate, Georgina's lover and Bethany's 
ex-lover. The investigation is useful in advancing the narrative, but secondary to 
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the exploration of character relations - how the characters interact in the context 
of an investigation is infinitely more important than the solution of the mystery 
itself. 
The second major ongoing plot is the three-way bid among Georgina, Trey and Amber 
for control of the company formerly headed by Sonia. After Sonia's death, Georgina, 
her down-trodden sister, shares control of Kingsleys with Trey, Sonia's husband. 
Trey is a sometimes reactionary/sometimes liberal talkback radio host, a local 
"John Laws" figure who, despite his wavering philosophical orientation, is 
frequently heard in the background of the hip, "cosmopolitan" coastal social set. 
Control of the company gradually slips to Amber, Sonia's daughter, who appears 
with her lover, Joel, in the second episode to claim her share of the estate. Amber 
moves ahead by corporate scheming and a timely discovery of a world-standard 
talent in fashion design - as well as by theft, seduction and deceit. She succeeds in 
having Georgina committed to a sanatorium and secures power of attorney over 
Georgina's interest in the company- only to be faced by the further obstacle that 
Luke, the local lifeguard, is Sonia's illegitimate son. 
The premise of the third plotline, the HIV story, is quite simple. Bethany, a leading 
model and partner of Adam (the Kingsley lawyer/murderer), is visited by an ex-
boyfriend who tells her he is dying of an AIDS-related condition. Bethany tests 
positive to the virus and in her shock and despair, attempts suicide. But she is 
helped by Joel, who is secretly in love with her, to see that her "condition" is 
manageable and her life can still be fulfilling. Bethany finds happiness (for a time 
at least) in a new relationship with Joel, her lover. Like the other two plotlines, 
however, this relatively straight-forward premise is complicated by the multiple 
intersecting character relations. Whereas the early evening soaps like Neighbours 
and Home and Away tend to hover on the edges of narrative credibility, "adult" soaps 
like Pacific Drive (and its forerunners, Sons and Daughters, Chancesand Return to 
Eden) feature an outrageous challenge to probability along with wildly overdrawn, 
often camp characters. Indeed, they rely on an embodiment of "excess" that is held 
in check in the teen/family soaps, and is a facet that is anathema to the pro-social 
series like GP. But it is the material which fills out these narrative threads and 
which allows HIV to be represented in a way other than the "pro-social" which 
distinguishes Pacific Drive from its predecessors in the genre of adult soap - and 
which places it in the unique position of surpassing even GP (on a textual level, if 
not in terms of a broad audience appeal) in its commitment to an HIV positive 
character while working within a seemingly quintessential soap format. 
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4 Character groups: circles of association 
The continuous narrative format of Pacific Drive (as in any soap opera) makes 
character development generally more important than any specific event. Multiple 
relationships develop and break apart and the events of the plot attain significance 
in the implications they present for the existing scheme of character relations. In 
Pacific Drive, around the axis provided by the Kingsley clan (Sonia, Trey, Georgina, 
Amber, Adam and Luke), and in addition to the characters of Martin, Laura and Joel, 
mentioned above, there are a further five men and four women who make up the core 
cast: Zoe (the lesbian character, who also works for Kingsleys), Callie (her best 
friend, a lifeguard and paramedic), Bethany (the HIV positive character and a 
leading Australian model attached to Kingsleys), Laura (Martin's sister, a 
physiotherapist), Brett (the "nice guy" gigolo), Tim (his young Canadian recruit), 
Joel (schemer, and partner to Amber, then Bethany), Martin (the cop, and Laura's 
brother), and Rick (the real estate agent, partner to Callie and a self-confessed 
sexual obsessive). Within this overall configuration, there are two identifiable 
"circles" of characters that are relevant to this study: the homoerotic web that 
surrounds Zoe, Callie, Brett and Tim; and the HIV web that centres around Bethany 
and foregrounds Joel, Adam, Rick and Tim but which pulls in every character in the 
series. It is productive then, to examine both these sets of characters and how they 
implicate the issues of gay and lesbian sexuality and HIV I AIDS within the essential 
fabric of the series. 
4.1 Character group one: the homoerotic web 
In television drama, permanent gay or lesbian characters (such as those in Melrose 
Place or East Enders) usually remain at a distance from the relationships assumed 
by the other characters to be a pre-determined aspect of their ongoing interaction: 
for heterosexual characters, the potential always exists, waiting in reserve or 
progressing on another narrative plane as an as-yet-unexplored potential narrative 
thread. For the most part, lesbian and gay characters have no access to this. Often 
they are offered the consolation of transient partners whose lives they share for a 
short time to varying degrees; occasionally (as in EastEnders or the sitcom 
Roseanne)they are supplied with a longterm partner. 
But even where the second option is used, these characters remain at one remove 
from their peers. There is no possibility for their full participation within the 
very process that most defines soap opera: the complex interacting relationships of 
the soap "community." For Matt, on Melrose Place, this is never a possibility. 
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Though he lives in the same building and though his relationships are just as 
calamitous as those of the other characters, there is a carefully defined limit to the 
ways in which this character interacts with the others, and his partners always 
come from "outside"- there is never even the most fleeting suggestion of interest 
in other permanent characters. As a result he is a fundamentally boring character. 
Matt very rarely determines the actions of other characters; he is the one character 
who "looks out" but does not participate in the almost farcical exchange of partners 
(and apartments) that involve the other inhabitants of the building. The gay kiss 
that wasn't- the planned kiss between Matt and Billy's best man at the end of the 
1994 season - offered the potential to shift, at least temporarily, the power 
relations between the two characters. In this scene, Billy is seen (by the camera) 
peering through the blinds of his window at Matt and the best man standing beside 
the pool. Thus the gaze focuses on Matt as Billy's equal: both characters are looked 
"at," but Billy is himself seen in the powerless position of covertly watching the 
actions of Matt. Yet, when he is presented with his one chance to act and be seen -
and to seriously disrupt the certainty in Billy's point of view - his kiss is edited 
away and the shot ends with a slow motion cut to a "masculine" embrace. 14 Alan 
McKee ( 1996) assesses this scene in terms of the difficulty American soap opera 
experiences in representing the public, yet fundamentally ordinary act of kissing: 
camp elements are easier to incorporate within a narrative than the everyday act of 
kissing, conventionally defined in heterosexual terms. 
In contrast to these other programs, Pacific Drive offers three achievements in 
relation to its lesbian character, Zoe. First, it allows her to realise, act on and 
explore her sexuality. Zoe "comes out" over the course of the first two months and 
is pictured in a seduction sequence with another woman, extended kissing included. 
Secondly, the plotlines allow her to maintain an ongoing, intimate and highly 
suggestive relationship with her best friend and the former object of her affections, 
Callie. And finally, in another intersecting storyline, Zoe is involved in an intimate 
friendship with Brett, who is himself part of a homeerotic "relationship" with 
Tim, his protege in the gigolo game and a participant in a further loop to the 
homoerotic web, embracing Luke and Adam. The characters are involved in a chain of 
desire that is both thoroughly "queer" and inextricably bound up with the wider 
circles of seduction presented in the program. 
14 This scene was one of two notably controversial moments in the 1993-1994 US season which owe 
their final form to identifiable industry influences. But whereas the "lesbian kiss" in Roseanne was 
retained through the pressure exerted by Roseanne herself (who threatened to pull the series from 
NBC rather than permit Network management to edit the kiss), the producers of Melrose Place failed 
in their attempts to convince Fox executives. 
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4.1. 1 Zoe-Callie-Margaux 
In narrative terms, the gay or lesbian "coming out" is ideally suited to long-form 
drama. Part of the problem with the "pro-social" approach of A Country Practice, 
for example, was the necessarily condensed nature of such stories. The exploration 
of the impact on local, core characters subordinates the position of the gay or 
lesbian character themselves while the construction of sexuality as an social 
"issue" rather than simply (and more fundamentally) as a "soap" element sees 
these issues resolved, or at least "concluded," after each narrative block. In 
contrast, the serial form demands extended narrative exposition; Zoe's coming out 
supplies Pacific Drive with several weeks of narrative and character development. 
A relatively simple progression from frustration to questioning to discovery 
underlies this coming out as it applies to Zoe. The initiation for this is Zoe's 
frustration with dating men and her fixation with her best friend, Callie, 
culminating in the first "lesbian kiss" five weeks into the series. 15 The plot, as 
such, sees Callie decline Zoe's invitation to sex, Zoe's own exploration of her 
various sexual "options," and the subsequent "discovery" of her sexuality through 
a relationship with Margaux (a visiting American business woman). 
The relationship between Zoe and Callie is initially founded on close friendship then 
redefined when Zoe declares her love for Callie; this degree of intimacy, however, is 
resumed after Zoe has reached a decision on her sexuality. Their relationship 
establishes in the series a lesbian eroticism that is very rarely found either in soap 
opera or series drama and which can be seen to rival, if not extend, the effect of 
more "explicit" scenes of the "lesbian episode" format used in series drama. It is 
important to recognise the difference between the format that uses the voice of 
liberalism to speak the words of tolerance in the abstract - where the presence of 
homosexuality, for example, is presented as a ideological "given," ("what's wrong 
with being gay?" demands Libby in Neighbours), but where it is rarely 
interrogated; and a form where that gay ot lesbian character is intimately entwined 
in the lives (and limbs, in this case) of the other characters. 
Even after the point at which Callie declines Zoe's approach, the relationship 
between the two women is defined in terms of both a physical and emotional 
closeness. And importantly, it is Callie who acts as the catalyst to Zoe's full 
1 5 This was the kiss that featured as the cover photograph and story for the March issue of Lesbians 
on the Loose as "TV's Lesbian Kiss: Too hot for Woman's Day" Uust in time for Mardi Gras). 
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participation within the self-defining rites of Pacific Drive: it is Callie who 
articulates the underlying premise and driving force of the whole series and propels 
Zoe into action. She tells her friend that she must explore her sexuality by having 
sex- "you've got to give yourself a chance!" And so two months further into the 
series, after having sex both with Brett and with Margaux, Zoe can say, "I'm a 
lesbian, Cal, let's face it. There! I can say it!" 
Zoe's coming out is an intrinsic part of the evolving soap story: this "end point" 
then, is of course only another beginning. The scenes with Zoe and Margaux are 
upbeat and humorous when they are at work and also sensual and sincere when they 
are alone. They are featured in an extended seduction scene which operates as the 
climax of the episode, Margaux whispering "you only live twice" as the scene cuts 
to an inter-title, then to the trailer for the following week. When the program 
resumes in the next episode, the two women are featured in Zoe's apartment on the 
following morning and Margaux explains her comment of the evening before: 
you live twice if you're lucky. First time, you live the life other people want 
for you. Then you live the life you want for yourself. 
The empowering tone of her advice to Zoe foreshadows an unknown degree of agency 
afforded to a lesbian character in television soap opera, particularly since it is 
made by one lesbian to another. It is also significant that her advice to Zoe 
supersedes that of Callie. Zoe says to Margaux, "oh, it's just been great talking 
about this openly for once, without feeling guilty" and the comment highlights how 
crucial it is that gay and lesbian characters are provided with the same breadth of 
emotional and physical experience as heterosexual characters and that that space is 
not achievable solely by means of a gay-straight confessional or the liberalist 
protestations of informed characters. 
The above scene leaves a substantial amount unstated: not silenced but suggested. 
The mode of surveillance effected by the likes of A ·Country Practice in this respect 
would never accept such a scenario: gay and lesbian characters are "good," they are 
validated, when they tell all, when everything is above board and the community 
itself knows how to know them. Zoe remarks that her conversations with Margaux 
have embraced subjects she could not otherwise explore. Yet the content of these 
discussions is left unspecified: it is not subjected to intense scrutiny, it is not used 
to teach tolerance to unenlightened characters and audience, and it is not submitted 
for liberalist (heterosexual) "approval." This love need not speak its name 
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because the parameters of the series itself are wide enough to encompass a spectrum 
of sexuality. 
Accordingly, Zoe is able to redefine her subjectivity - she reaches a new position in 
her relationship with Callie and the two women celebrate her sexuality: 
Zoe: 
Callie: 
Zoe: 
Callie: 
Zoe: 
Callie: 
Zoe: 
I had sex with a woman and I don't feel dirty or confused or a 
freak or nothing. I feel good! 
Obviously. But I thought you said your feelings for me were a 
one-off [slapping her, in mock offence]! 
I'm a lesbian, Cal. Let's face it. There! I can say it! 
Well, I'm happy for you - I think! So who is she anyway? 
Ah, can't tell you. 
Why not? 
Oh, let it go, Cal. This time it's none of your business. I'm 
starting a new life, things are going to change. Scares the crap 
out of me, but I've never been so excited. Ever! [They laugh, 
jump up, and spin each other around the room.] 
From this point, while Zoe is seen to have a (lesbian) sex life, hers is an 
"interrupted" desire in the best of soap traditions. At one point she is foiled in her 
attempt to seduce a woman she meets in a coffee shop when her crazed flatmate, 
Damien, threatens the woman with vivisection and holds Zoe hostage, chained to her 
bed. In this last plotline, the potential relationship between Zoe and the woman is 
presented as patently "normal." The standard soap hostage scenario works to 
polarise Damien as the extreme, abnormal figure and Zoe as the heroine who must 
be rescued by Callie and Brett. 
In addition to this operation of the figure of the extreme, the element of camp excess 
in this plot line is itself a "normalising influence." Alan McKee ( 199 6) offers a 
similar assessment of the of narrative excess in American soap operas such as 
Melrose Place. McKee notes that filmic representation of gay and lesbian serial 
killers has attracted much criticism from both media theorists and gay and lesbian 
audiences. However, in analysing a Melrose plotline that sees the gay character Matt 
stalked by a deranged gay cop, McKee argues that 
in this instance having a mad admirer who stalks you and then holds you at 
gunpoint is generically normal. (A heterosexual character, Sydney, spends 
the same episode locked in a pit in the middle of a desert, spiders crawling 
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over her, as a [mad] cult leader tries to brainwash her into accepting a 
polygamous sexual relationship with him) (p. 69). 
Similarly, in Pacific Drive, Zoe is nothing if not "generically normal:" spiders is 
close to the only element not (yet) covered by the Australian serial. 
4. 1. 2 Zoe-Brett-Tim-Callie-Adam-Luke 
This degree of agency afforded to the lesbian character is reinforced through her 
central role in the relationships of other characters - particularly in the link she 
provides in the circle of relations that connects Tim, Brett and Callie. Brett is the 
local gigolo, working on a yacht harboured conveniently close to Kingsleys. He takes 
in Tim, an itinerant Canadian, and the two enter an unusually homoerotic, though 
never "consummated" relationship. Brett urges an initially reluctant Tim into his 
trade until Tim becomes more enthusiastic than his mentor. As Keith Howes ( 1996) 
puts it in his review for OutRage: 
[a]lso striking a cord is Darrin Klimek as Tim, whose relationship with 
prostitute Brett ... could have easily - and valuably - turned into passion and 
love (but interestingly didn't) (p. 48). 
Clearly, the establishment of two male gigolos in the one soap opera provides a rich 
source of plotlines, and it is achieved through the evolution of a "coming out" 
process on the part of Tim that mirrors both that of Zoe and of Bethany, the HIV 
positive character. 
Tim's passage into what is constructed here as the (ultimately) pleasurable and 
lucrative practice of prostitution is not without obstacles, but almost all of them 
related to his gradual acceptance of ideas and practices that at first seem 
unattractive or unnatural. And unlike the liberal conversion of characters in other 
series (including Steve in GP), Tim's position is one of sliding ambivalence and 
personal implication. When he confronts Brett, Brett articulates the subtext of 
their relationship: 
you know Tim, I think you're half tempted. You never know, Tim, you might 
have a hidden talent. Just don't knock it till you've tried it. 
All along, Adam and Luke have been presented in surprisingly intimate domestic 
scenes, standing close together, exchanging ideas on life, love and household chores. 
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This relationship intensifies when they are left with Adam's baby daughter, 
delivered to them by his estranged wife. Luke is gentle and caring with the baby, 
Clare, accepting her and attending to her needs when Adam is confused and distant. 
They plan their lives around the child, learn how to feed her and bathe her and they 
are rewarded by experiencing together her first steps - Adam cries out to Luke to 
share the moment with him. 
Their house becomes both a scene of ordinary domesticity and a site of understated 
homosexual desire. In one remarkable scene, Luke and Adam are featured in profile 
in white singlets, both with dark hair, shadowed in the foreground; in the 
background is the sea, seen through a window in bright light. Bobbing in and out of 
the shot is a wind pipe in bright rainbow colours. This "rainbow flag" - featured in 
another episode when an old friend and rival of Luke comes to the Coast and they 
complete the race they began years ago- epitomises the understated but patently 
evident relationship between the men. 
The role of Tim in this partnership is minor - mostly as a flirtatious interest in 
Luke- but the homoerotic threads from this plot gain significance from their 
intersection with the relationships of Tim and Brett and Brett and Zoe. The more 
Tim moves away from Brett, the closer Zoe moves into the relationship until all 
three characters are continually linked and implicated within each other's lives. 
For Zoe, the woman she was in love with and the man with whom she lost her 
virginity are now her best friends and she turns her efforts to helping Brett win the 
affections of her friend: "there's nothing wrong with wanting my two best mates to 
be happy together." She transfers the knowledge gained through her own (lesbian) 
desires for Callie, to Brett - she tells him all of Callie's likes and dislikes: 
Brett: 
Zoe: 
You're going to tell me everything, aren't you? 
Everything there is, baby. I wrote the book! 
4. 2 Character group two: the HIV web 
Perhaps not surprisingly, these intersecting homoerotic circles featuring Zoe, 
Callie, Brett, Tim, Adam and Luke also spill over into the HIV storyline. The 
familiar soap opera location of the shared apartment building is utilised in Pacific 
Drive to provide Bethany with the continuing support of a group of women, whose 
relations with her are defined largely in terms of their difference from that of 
Bethany's former partners, Rick and Adam. Bethany's experience of HIV is 
encapsulated in a carefully structured narrative, an essential part of which 
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intersects with the homoerotic web. After the devastating rejections she receives 
from these two partners, Bethany hopes to restore her confidence in a casual sexual 
relationship with Tim. Tim is the first man Bethany feels she can sleep with after 
her diagnosis- "I figured, with your work, you would know that if we used condoms 
it'd be safe." But Tim also rejects Bethany: this encounter operates as a further 
instalment in Tim's sexual exploration that is charted through the series. Once 
again, he returns to his mentor, Brett, to seek advice. 
4.2.1 Bethany's coming out 
Like the lesbian character, Bethany is embroiled in the drama of several 
characters' lives. Once again, it is the elaborate scheme of relationships facilitated 
by the long-running format that shapes the representational context of the HIV 
storyline. Like Zoe's "coming out," Bethany's own process of coming out as an HIV 
positive person is a productive plot device - both in presenting a moment of 
discovery and in the capacity for reviving the larger ongoing story of Pacific Drive 
through the exploration of Bethany's continuing relationships with other 
characters. Most importantly, and unlike the character of Martin in GP, it is 
crucial to the nature of this plotline that the character was well-established before 
the HIV plot was introduced. One of the key criticisms made of the use of lesbian and 
gay characters and HIV positive characters in television drama is the reluctance to 
incorporate them as core characters. Pacific Drive anchors the character of 
Bethany to the series before her HIV status is revealed: the series successfully 
establishes the preconditions for the HIV positive character's full membership of 
the "soap community" by fully implicating Bethany within the web of 
interconnecting character relationships of the residents of Pacific Drive. 
Over the first five months of its screening, Pacific Drive presented the life of 
Bethany in three separate phases: the "carefree" period before she knew she was 
HIV positive; the period of shock and despair during which discovers her HIV status; 
and the period following this when she adjusts to life as someone living with HIV and 
tentatively reinserts herself into the series' scheme of interrelationships. 
Bethany's discovery that she is HIV positive does not occur until a month into the 
series, after she has already split up with one partner (Rick) and is in a 
relationship with another (Adam). Like Zoe, she is associated with the principal 
business site of the series, but she further commands her own network of 
characters associated with the HIV storyline. As a leading Australian model, she is a 
key factor in the success of the Kingsleys fashion business, and there are frequent 
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references to Bethany's bright future. At the time she discovers she is HIV positive, 
Bethany is about to embark on a European trip that will launch her to superstardom. 
She is beautiful, has many friends and lives on an affluent part of the coast in an 
apartment block owned by Kingsleys (where Callie, Zoe, Martin, Laura and Joel all 
live at some point). All of these conventional soap opera signs are deployed to 
indicate that Bethany is successful, establishing her character in a way that will 
emphasise the tragedy of her "fall." 
The topic of HIV is introduced through the use of Bethany's former boyfriend, Logan, 
with whom she has had unprotected sex. Logan is a Grim Reaper figure who arrives 
at the Coast, causes havoc and leaves (all within one episode). He is not a 
sympathetic character: he imposes upon Bethany and Adam's lifestyle, causing 
trouble between them; he breaks down before Bethany and offers her a tearful 
apology; and his past behaviour borders on that of the paedophile in his seduction of 
Bethany at age fifteen and his act of abandoning her at eighteen for a fourteen year 
old. Notification of his death, several episodes later, is low-key and unsentimental. 
Following the revelation, however, Bethany endures a period of intense anguish and 
uncertainty. She is tested and receives a positive result; shock, despair and a suicide 
attempt follow. She is saved by Joel, and though reluctant to acknowledge his help at 
first, she gradually comes to accept the lifestyle changes her condition will bring. 
This process is fundamental to Bethany's recovery and to the validation of her place 
within the series: it motivates her to feel that her life can again have a sexual 
dimension. After being rejected in the attempt with Tim, she at last realises her 
love for the adoring Joel; they sleep together and Bethany re-enters the world of 
romantic involvement that epitomises Pacific Drive. 
4. 2. 2 HIV and the use of soap conventions: camp performance and stock 
characters 
The above synopsis demonstrates how th~ series utilises soap opera conventions to 
present its HIV storyline. Even the camp sensibility noted by the production team is 
employed periodically in explicating some aspects of Bethany's predicament. The 
depth of her despair, for example, is heightened by the glamorous nature of her 
suicide attempt: white chiffon blowing in the breeze, she disappears into the ocean, 
waves crashing around her - only to be saved by Joel who bears her in his arms 
back to her opulent beachside apartment. 
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Intrinsic to this element of camp performance are the standard - perhaps even 
"stock" - figures that surround Bethany. These other characters work to naturalise 
the HIV character within the ongoing narrative by incorporating her and her 
condition (herHIV status) within the same routines and conventions that apply to 
every other character and context. The most obvious of these conventional soap 
opera figures are played out in the characters of Amber, Joel and Rick. All of them 
are crucial to the exposition of the HIV plot and the development of her character, 
though Joel is the most important. 
Amber is the mandatory soap "bitch" -the highly intelligent and highly sexualised 
woman who callously manipulates all who come her way. Joel is her partner in 
crime who sets out to swindle the Kingsley family. He is the man in black, with a 
twist to his character: despite the tough exterior, he has a heart of gold and falls in 
love with Bethany. These two figures are useful characters in driving the narrative: 
they are protagonists/ antagonists who arrive in town in the second episode with an 
open agenda to make money- in whatever way possible. But as their "business" 
interests diversify, so do their personal and sexual interests. Their adventures, 
which initiate several narrative threads converging at key points in the story, 
contribute significantly to a well-structured ongoing plot. Most importantly, the 
cultural and psychological elements they introduce into the series ensure that 
alternative approaches to HIV and sexuality can be explored - a dimension other 
than the "educated," middle-class, liberal-minded GP. 
Amber and Joel arrive from the city and embrace a past that Joel characterises in 
terms of "sex, drugs, the abortions, and theft." The two of them supply a 
background of personal experience of HIV, as Joel remarks to Amber, "we've both 
seen people die from this before." But unlike other soaps or series drama this is not 
used in an "instructional" way. While Joel draws on his own experience and 
knowledge of HIV to help Bethany, Amber remains the archetypal bitch, resenting 
Joel's newfound interest in Bethany, and embarks on a plan to drive Bethany out of 
town. The following conversation documents how Amber turns her wrath on 
Bethany, viewing her as just another character to be crushed in her bid for 
personal domination. She bursts through Bethany's door without any greeting and 
proceeds: 
Amber: 
Bethany: 
So sorry to hear about that friend of yours dying of AIDS, you 
know. [crass 70s music, slightly menacing] 
[both characters in profile] Thank you, it was certainly a 
shock. What can I do for you? 
Amber: 
Bethany: 
Amber: 
Bethany: 
Amber: 
Bethany: 
Amber: 
Bethany: 
Amber. 
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Well, I was talking to Trey and I thought I should just pop by 
and see how you're going. 
[in background, shocked that Trey has told someone she is 
positive] What did he say? 
[in foreground, on the attack] Oh, you poor thing. Not looking 
too good are you? [Bethany clutches her face in horror] Still. 
Guess that's to be expected. Now, there was another thing .... 
Your lease is up, isn't it? 
Yes. 
[moves to background] Well, don't bother renewing it. I want 
you out of here in 1 4 days! 
Why? 
[in background but facing the camera] Landlord's privilege! 
[seen from behind] But - what have I done? 
[profile shot of both] It's really quite simple. I'm your 
landlord. Your lease is up. And I want you out of the building. 
I'm sure even you can understand that. Sleep well! [She 
sweeps out as the camera catches Bethany's bewildered look]. 
Of all the television drama series and serials screening on Australian television in 
1 99 6, only Pacific Drive could incorporate such a scene - devastating an HIV 
positive character through the typical soap operatic excess of the camp performance 
of the archetypal bitch. 
Importantly, the program does not- as any other series would- "correct" Amber's 
behaviour. It is placed in check, and Bethany is saved from eviction, but not through 
any act of ethical enlightenment on Amber's part or her expulsion from the ongoing 
narrative. Amber retreats because Georgina threatens to dismiss her from the 
company, but Amber's attitude remains unchanged and her point of view remains a 
valid one within the terms of the narrative. This points to one of the strengths of 
Pacific Drive: it is a series embracing muftiple, shifting points of view and no one 
expression of identity or subjectivity remains dominant for long. Clearly, this 
form avoids the didacticism- the inherent limitation- of overtly pedagogical pro-
social drama which works throughout an episode to establish a unifying discourse of 
liberalism. Even within the above conversation, for example, the balance of power 
shifts as the points of view of both characters are emphasised. In the above scene, 
the "bitch" character is used to play out one of her own most fundamental functions: 
she marks Bethany as infinitely less intelligent than herself, virtually asking to be 
trampled over. Like all good ruthless characters, Amber is extremely intelligent 
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and articulate, the witty insult her trademark. In her final line of the scene she not 
only puts Bethany in her place, she articulates an ordinarily unstated opinion about 
Bethany: she is a bimbo. No other character has dared utter such an opinion about 
Bethany, the blonde, petit, sugar-sweet model who, in other circumstances, would 
be another of the "stock" characters familiar in soap opera - the figure Amber 
subsequently labels, "Barbie." 
A parallel for the "bitchiness" of Amber is provided by the callousness of Rick, 
sleazy real estate agent: 
Rick: 
Bethany: 
Rick: 
I sort of freaked out when you told me you had AIDS. 
I don't, Rick, I'm HIV positive. 
Well, whatever. All I could think of was whether I was infected 
too. 
In both cases, Bethany's suffering serves to provide the element of humour that the 
series thrives on. Like Amanda in Melrose Place or Pat the Rat in Sons and 
Daughters, the cruel acts of the series' prima donna and its sleazy male stud serve 
as key elements in advancing the narrative of Pacific Drive. In its stock characters, 
melodramatic performance and sense of the absurd Pacific Drive exhibits the 
enduring hallmarks of camp performance identified by Jack Babuscio (1977) and 
Susan Sontag ( 1966). 16 Babuscio notes four elements basic to camp: irony, 
aestheticism, theatricality and humour - qualities in abundance on Pacific Drive. 
Appropriately, Rowena Wallace, who played (two incarnations of) Pat the Rat in 
Sons and Daughters, was recruited for the part of "super bitch" in Pacific Drive. 
Additionally, the series calls on the intertextual (and camp) qualities of Kate Raison 
who played the villain/bitch figure Sheridan (head of a local radio station) in E 
Street and now plays the slightly matronly aunt Georgina (head of a local radio 
station) in Pacific Drive. The series also engages Melissa Tkautz, who played bimbo 
Nicki in E Street, then enjoyed a Top Ten single, "Sexy is the Word," played a 
teen/bitch character in Paradise Beach, and returned as bimbo Bethany in Pacific 
Drive. 
With the redeployment of the "glamour" soap mode, the embrace of elements from 
shows like Number 96 and The Box and in the presentation of existing camp 
16 Sontag (p. 275) asserts that "the essence of Camp is its love of the unnatural: of artifice and 
exaggeration" while Richard Dyer (1977, p. 3) observes that "the feeling many people have ... [is] 
that camp is trying to 'drag them down'. That is just what it is trying to do." 
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personas generated by Wallace, Raison and Tkautz, Pacific Drive demonstrates the 
embodiment of "the camp effect" described by Andrew Ross ( 1989, p. 139): 
[t]he camp effect ... is created not simply by a change in the mode of cultural 
production, but rather when the products (stars in this case) of a much 
earlier mode of production, which has lost its power to dominate cultural 
meanings, become available in the present, for redefinition according to 
contemporary codes of taste. Today's commercialized camp taste is exploited 
by the former Hollywood stars who star in television's own aristocratic soap 
operas, like Dynasty, The Colby's, and Falcon Crest ... 
In one sense, Pacific Drive goes one step further than that described by Ross: in 
identifying Wallace as the actor whose star persona could provide a foil for arch 
bitch Amber Kingsley, the series references its own television heritage - past 
representations of only a decade ago from the same medium are appropriated in the 
pursuit of camp performance. 
4.2.3 Avoiding the pro-social 
However successful this manipulation of soap opera conventions is, it is the capacity 
to "slip" otherwise pro-social material into this form - on the very terms and 
conditions that the form itself raises- that distinguishes the series. The "social" 
material in Pacific Drive respects the integrity of the soap operatic form and does 
not clumsily attempt to "insert" such material into the narrative. Amber and Joel 
are the perfect "shady" couple of soap opera- they arrive together, sleep together 
periodically, but pursue their own ends and their own schemes. It is because Joel is 
partly Amber's adversary, partly her ally, that he can turn his experience of HIV-
of another life from the "sunlight" of Pacific Drive- to Bethany's aid. Without 
resorting to an exclusively pro-social mode, Joel sets out to boost Bethany's 
confidence and reassures her that she can still have a fulfilling life. Joel, moreover, 
is not infallible and at times he exceeds what is helpful and Bethany must restrain 
him from determining her life himself. But he is a useful character in the narrative 
progression of Pacific Drive since his actions are instrumental in guiding Bethany 
to a position where she can live peaceably with her condition: 
Bethany: 
Joel: 
Bethany: 
What am I going to do? 
You're going to face it. One day at a time. You can't let this rule 
you, okay? 
I don't need a sermon, Joel. 
322 
Joel: 
Bethany: 
Good- you're right, you don't. But I know what you do need. 
You need to say it, out loud. We're talking around things here. 
You haven't once mentioned "it" by name. And you're going to 
have to before you can deal with it. So tell me here and now, 
what's wrong with you? 
[Cut to Bethany, thinking] 
Say it, Bethany. It won't go away. 
[Slowly] I'm .... [looks at him] ... I'm HIV positive. 
Like the help Margaux gave Zoe, Joel helps Bethany to come to terms with her life. 
He also tells her, "I've known people who've been HIV positive for over eight years 
and there's still not a thing wrong with them"- a reference that is supported by his 
conversation with Amber, noted above. 
Joel is by no means the perfect "liberal" character, never the exemplary social 
figure. His reason for being in Pacific Drive was to extort money from the Kingsley 
corporation, and at one point he and Amber even stole her mother's diamonds. 
Furthermore, Joel possesses little of the "authority" of the community "leaders" 
in GP or ACPor even Neighbours or HomeandAway. Indeed, the only figure who 
offers any kind of authoritative, professional advice is Callie, the paramedic, who is 
very much an equal in her conversations with Bethany. The doctor who is consulted 
by Bethany at the time of her diagnosis is one of the least sympathetic characters; 
she is also a temporary character, since her. mode of operation is unsuited to that of 
Pacific Drive. The "advice" provided by Joel is based on personal observation - and 
his "prescriptions" for Bethany's well-being are always subject to trial and 
review. At one point Joel publishes a private letter given to him by Bethany in the 
local newspaper; Bethany is shocked that people might know of her condition and she 
reprimands him, "I wrote that letter for me!" His reply demonstrates a failure to 
anticipate Bethany's point of view, to be able to "speak for" the HIV person: "don't 
you understand. The letter's your way of letting people know you don't want to be 
treated like a leper." 
There is a commendable appreciation of social justice in Joel's statement, but it is, 
of course, Bethany's decision whether to "come out" as HIV positive, and she 
reclaims her own subjectivity and control of the issue: "you are making me the HIV 
positive girl! I just want to be Bethany Daniels, don't you realise that?" Joel does 
eventually recognise this and apologises; and as Bethany herself sees how the 
publicity of her case has helped other people she begins to feel better about herself. 
Thus, the mutual recognition of each other's positions has significantly advanced the 
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status and well-being of the HIV positive character within the unfolding narrative. 
This sequence, then, serves a different purpose from those in A Country Practice 
which also embodies an urge to "out" HIV positive or gay characters. In the latter, 
the outing process serves as a form of surveillance of the behaviour of all who come 
within the district and the beneficiaries of the outing process are ultimately the 
people of the town. In contrast, in Pacific Drive the outing process serves to advance 
the interests of Bethany herself and other HIV positive characters within the 
district. 
In the midst of Bethany's coming out, Bethany and Joel are caught up in another 
conventional soap scenario - the guest spot on the local talk-back radio show. The 
closest that Pacific Drive comes to constructing a "community" is in the 
representation of a coastal "audience" for Trey Devlin's radio programs- but 
again, the series finds a way of employing a soap convention to an innovative and 
progressive end. This sequence is unlike that used in HomeandAwaywhere the 
series effected a conservative position through the act of positing the announcer as 
reactionary because he was "politically correct." Pacific Drive takes a progressive 
line by presenting a talk show host who is caring and considerate, yet nevertheless 
inherently conservative and therefore distanced from the dominant frame of 
reference established by Bethany and Joel: 
[w]hat~is wrong with people today? We have all this information about AIDS 
at our fingertips yet we're still too scared to have an infected person sit at 
our table or, or God forbid, play with our children! Ah, young lady, my heart 
goes out to you, whoever you are. We should all spare a thought for this 
brave young woman. After all, she could be your daughter, your sister, or 
your best friend. 
Trey's "efforts" may be sincere, but his attitude is ludicrously patronising and 
uniformed; indeed his character is constructed in this manner throughout the 
series. Bethany and Joel use Trey to their own ends, but he remains the reactionary 
talk-back host; there is a critical distance between them and him. In an interesting 
twist on the "pedagogical" mode of television drama, then, Pacific Drive uses this 
instructional mode in an almost parodic comment on other programs: such a form of 
address is as outmoded and out of touch as Trey Devlin himself; what matters is the · 
articulation of Bethany's own perspective and the support of friends like Joel in 
manipulating the services of Devlin and the medium that supports him. 
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5 Conclusions 
5. 1 Shifting frame of reference 
In developing the character of Bethany Pacific Drive has been able to explore some 
of the complex psychological and lifestyle aspects of HIV without succumbing to the 
pedagogical tendencies evidenced in much "pro-social" drama. The form of the 
continuous narrative soap opera is crucial in facilitating this extended social 
critique: firstly, its open time-frame provides much greater freedom in exploring 
these issues than the restrictive one-to-two hour blocks of most series drama; and 
secondly, by defining the problems of HIV in the same essential terms that define all 
other plotlines in the serial - Bethany's crisis in self identity and her relationships 
with the people around her - the serial is able to thoroughly naturalise and 
familiarise the subject. 
In this way, Pacific Drive is able to develop and extend those same (few) elements 
that were successful in the early evening soaps. In Neighbours and HomeandAway, 
the successful storylines were those that made these subjects meaningful within the 
terms and conventions that define every other "everyday" aspects of the characters' . 
lives: safe sex in Neighbours was meaningful when it was a part of the lives of the 
teenage characters and their parents; lesbian desire in HomeandAwaywas 
meaningful when it was embraced within the essentially "normal" paradigm of 
teenage romance. These serials were less successful when they approached such 
subjects through a "pro-social" framework that was anathema to the very nature of 
teen/family soap. But in these cases, the consideration of HIV never exceeds the 
subject of safe sex, and the sexuality of the lesbian and gay characters was 
necessarily limited and ephemeral. Indeed, in most soap operas, gay, lesbian and HIV 
positive characters are "inserted" into the structure of the soap or drama 
community with carefully defined roles; the circles of character relations do not 
cross, unless it is to "convert" the wayward character. Pacific Drive changes all of 
this. 
It is important, then, to recognise the degree to which the generic form, the "sex 
romp" themes and the "hip" production style intersect to create an environment 
under which a new kind of subjectivity for these characters has been shaped. Pacific 
Drive does not rely on the notion of "community," as traditionally defined in 
television drama. Its references to "the Coast" are not only more vague than those to 
Wandin Valley, Mt Thomas or Coopers Crossing, they serve a different function 
altogether: they open up rather than enclose the physical, social and epistemological 
territory of the series. There is a sense of openness about this text, then, that 
allows it to embrace a range of elements in ways that even GPcannot. 
5. 2 Reservations and limitations 
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At the same time, however, this "revived" adaptation of an earlier melodramatic 
form exhibits some significant limitations in comparison with more "pro-social" 
series like GP and should not, therefore, be assumed to supersede the pro-social. 
Pacific Drive commenced at the time that GP, the Australian series with the most 
extensive record in the representation of HIV and AIDS, entered its seventh season. 
GP itself began in the ninth season of A Country Practice; and at that time both 
series epitomised the pedagogical aspect of the pro-social drama that would be 
deployed periodically in subsequent productions. Indeed, the pro-social is in a sense 
fundamental to the nature of Pacific Drive since it would be impossible to revisit 
the form of 70s melodrama without the precedent of the pro-social series of the 
1980s and early 1990s, without already knowing that HIV can be representedi n 
mainstream television drama. 
Given these achievements of pro-social programs such as GP and, to lesser extent, A 
Country Practice, it would be unwise to systematically dismiss the form of the pro-
social in the joyful embrace of excess offered by the likes of Pacific Drive. And 
despite this apparent convergence of the forms of social engagement, and the fact 
that Pacific drive opens up, problematises and indeed normalises the subjects of gay 
and lesbian sexuality and HIV I AIDS, there remains an important element to the 
philosophy of GP that is absent from the operation of Pacific Drive. In this respect, 
although it might eschew the pro-social label, the series' engagement with these 
issues is inevitably a "political" act and is regarded as such by gay and lesbian 
audiences schooled in techniques of media critique. 
Already, some tensions in the approach to the soap operatic enactment of the social 
in Pacific Drive have been identified. Firstly, in addition to the productive aspects 
that the soap form brings to the HIV storyline, it also produces several 
unsophisticated and predictable HIV story devices. A knife injury sequence in which 
Bethany overreacts and screams for Adam to keep away, for example, is by now a 
hackneyed technique for re-playing a fear of contagion. Similarly, the emphasis on 
the paedophilic character of Logan as the "origin" of infection - the one who 
"spoils" the "perfect" Bethany Daniels - is simplistic and superficial. It also 
reinvokes the spectre of Patient Zero: while Logan might indeed be culpable in this 
instance, his role in the narrative is presented as representative. This residual 
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notion of "other" people who have HIV who are not so "innocent" as Bethany and 
who "contaminate" the "victims" who stray into their path is reinforced by an 
otherwise anomalous comment from Joel, "a lot of people contract HIV by accident, 
Bethany - children." His comment suggests that people who are not Bethany and not 
children contract HIV deliberately - or at least, knowingly. Finally, and perhaps 
most significantly, the serial only considers safe sex in relation to Bethany and her 
partners and the two sex workers, Brett and Tim. Part of the problem here is 
overcome by Bethany's proximity with so many characters- Rick, Adam, Joel, Tim 
and Callie are mentioned in relation to the practice of safe sex, but it is left as 
implied that Amber, for example, "knows" about such things from her time in the 
sex and drug culture of the city. 
This latter point indicates some of the tensions inherent in embracing an 
unavoidably "social" subject like HIV. The series assiduously avoids an 
instructional mode, yet has a consciousness - evidenced in the "left of centre" 
philosophy of Bruce Best - about the need to encompass a range of identities and 
subjectivities. As always, the practice of safe sex becomes difficult to portray in 
anything other than a pedagogical mode and at times the series produces novel 
responses to such difficulties. Rick, for example, presents Callie with a package of 
condoms and erotic photos (of themselves) in an attempt to convince her that they 
should resume their (sexual) relationship. But a concerted attention to the issue of 
safe sex would indeed disrupt the dramatic continuity of Rick and Amber's many 
seduction scenes. 
Finally, and despite all that has been said in support of the program's success in 
"naturalising" the subjects of homosexuality and HIV within the terms and 
conditions of this form of "stylish melodrama," there is a fundamental limitation 
revealed in the scope of the soap opera form itself. The very aspect of its form that 
makes possible a more "normalising" representation of HIV and people living with 
the virus and the disease - the fact that, in the end, HIV can be seen as being about 
relationships and the intersecting circles of association - also operates as the most 
significant limitation. Ultimately, the series is about nothing more than 
relationships. It is indeed "fun," and it is also well made, but inevitably it's about 
money, success and glamorous lifestyles. 
This philosophical shortcoming in a series that is dramaturgically very successful 
is precisely the point at which it is most clearly distinguishable from GP. The HIV 
storyline in Pacific Drive does facilitate a critique of the world of money, power and 
glamour: it engages with the notion of the "beauty myth" as it prompts Bethany to 
327 
reassess the fundamental aspects of her life. And it successfully refutes the potential 
for exploitation- gratuitous engagement with a hip "Generation X" issue- since it 
both sustains the subject through the use of a core character and foregrounds the 
very problems of linking HIV and "glamour," inflecting this point into a critique of 
one of its own motivating themes. But this critique fades when the focus of the 
narrative moves away from the plight of Bethany. Without changing its very nature, 
the series can never renounce the celebration of "glamour" that underlines its 
network of character relations. 
The essential problem here relates to that feature of the soap opera which also 
offers such potential: the "open" text. Though the exploration of HIV or lesbian 
sexuality in and of themselves may be sophisticated in content and innovative in 
form, ultimately, there is little to cmnect such issues; there is no socially 
conceived framework that defines the politics of representation in the series and 
provides the possibility of an alternative social structure. Despite Bethany's aim to 
"find a whole new set of dreams," she still exists within a system which values 
attractive, preferably blonde women and cute, well-toned (beach) boys. This is an 
element not only of the "text" itself, but is a part of the series' industry existence 
in which a "sex'n'surf" drama is marketed, both in Australia and overseas. 17 
Pacific Drive is a world without the systematic, and in- a sense debilitating discourse 
of liberalism, but it also one that lacks any awareness of ethnic identity and seems 
unable to provide any sustained articulation of gender politics. Despite the pursuit 
of the "beauty myth" theme in relation to Bethany, another character, Callie, 
expressly distances herself, Bethany, Zoe and Laura from "radical feminists." 
Furthermore, the whole of the political/ economic sphere is represented by the 
"business" sector - most notably, the entrepreneurial activities of the Kingsley 
corporation. 
Callie's reaction to Luke's sleazy business deals- a single comment asserting that 
she already has all she needs- is the only (romantic) alternative to the ethical 
motivation of success in business. In Pacific Drive there is no valorisation of the 
home as a sphere of cultural production as there is in the "everyday" soap operas 
like Neighbours. All the women in the series, like those in Melrose Place, are 
successful and career-bound but any notion of gender equity here is premised solely 
on an ethic of free enterprise. This inevitably pervades the "social" aspects of the 
narrative. Thus the same enabling discourses of camp and excess that structure the 
17 Nick McMahon, the series' executive producer is quite upfront about export dividends of these 
seemingly "textual" matters: he told the Sunday Mail (17-3-96, p. 42), "in places like Italy it will go 
through the roof, predominantly because of all the blondes on the show." 
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exploration of Zoe's sexuality are deployed to disastrous effect when Amber 
immediately sees the solution to a minor industrial dispute at Kingsleys. When her 
salaried workers refuse to work extra hours, she instructs Zoe to "sack the salaried 
workers and put on some casuals who are prepared to work the hours!" Zoe 
expresses a note of reserve, but she fully participates within this ethical 
technology. Her character stands as an element of difference in terms of her 
sexuality, but she is even more implicated within the dominant corporate world 
than Matt, the bland social worker in Melrose Place. The commitment to the 
business ethic in Pacific Drive is unusual in Australian television drama: where 
there is a site of entrepreneurial activity such as in E Street or Sons and Daughters, 
it is usually complemented by a clearly marked working-class domain. Amber might 
be outrageous in her demands, but the celebration of her power clearly defines the 
economic underpinnings of this social domain that will accept a lesbian and HIV 
positive woman, but not a striking worker. 
To some extent, then, Pacific Drive shares the "postrealist" characteristics of 
Chances identified by Ang and Stratton ( 1995). But central as camp performance 
might be to the function of Pacific Drive, in its commitment to the politics of 
representation surrounding its lesbian and HIV characters (manifested extra-
textually, for example in the community activities of the cast), the series retains 
an investment in the interrogation of - or at least an engagement with - the social 
that is absent in Ang and Stratton's postrealist dystopia. But while Pacific Drive 
fails to qualify as "radically excessive," neither does it conform to the category of 
"melodramatic excess." Ang and Stratton begin their analysis by proclaiming that 
"In Chances, the moral order based on family values and common decency, which 
guarantees the thin tissue of civilisation, is no more" ( 1995, p. 1 22). In Pacific 
Drive, certainly, there is more than a "thin tissue" of civilisation: in order for the 
text to "make its point" that homosexuality is acceptable and "everyday" or that 
HIV is a condition which does not preclude everyday life and sexual desire, it must 
depend upon some moral order. When Ang and Stratton claim that melodramatic 
excess "unsettles realist closure only to reaffirm it" (p. 128) their comments do 
not sit comfortably with Pacific Drive. By not addressing the larger questions of the 
existing social structure, Pacific Drive neither abandons existing conventions nor 
suggests new ones. But it does revise the representational possibilities for lesbian 
and gay sexuality and HIV and AIDS within television drama. Perhaps its 
achievement is best expressed in the terms applied by Janet Woollacott to 
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Butterflies. it "shifts the ideological co-ordinates" for the representation of these 
subjects. 1s 
If at times Pacific Drive manages to redefine the measures of success and if it 
suggests that one can still lead a glamorous lifestyle even if one is HIV, then it has 
advanced, to some extent, the conditions for the representation of HIV within 
Australian soap opera. And assessed solely in terms of its representation of HIV and 
gay and lesbian sexuality, it far exceeds the sophistication of most other 
representations of these subjects in both series drama and soap opera. But the 
underlying aim of this analysis has been to investigate whether HIV itself has been 
-and, indeed, whether it can be- represented in socially credible and innovative 
terms in television drama. The analysis further attempts to tie the issue into a 
larger scheme of representation: one that attempts to shift the polls of 
representation and redefine the standard frame of reference. And while it might be 
argued that it is unfair to assess Pacific Drive on terms that so clearly exceed its 
own design, this approach has succeeded in identifying and extracting those aspects 
of the series which do, indeed, suggest an advance in the politics of representation of 
HIV and AIDS. There is one more series to consider, however - one which embraces 
far less narrative space dedicated to HIV, but which points to the fulfilment of this 
aim more clearly than any other: Heartbreak High. 
1Swoollacott quoted in Tulloch (1990, p. 251) 
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Chapter Eight 
Heartbreak High: 
"a different way of doing the pro-social" 
1 Framework for change 
Heartbreak High is a youth-oriented television series which consistently 
foregrounds issues of class, race and ethnicity, gender, and sexuality. 1 Described by 
Cunningham and Jacka (1996, p. 32) as an "[e]nergetic and raw youth series ... a 
multicultural working class counterpart to Beverly Hills 90210," Heartbreak 
High distinguishes itself from other contemporary youth drama series which thread 
a discourse of liberalism through an inherently conservative representation of 
Australian society. 
In contrast to series like Neighbours, HomeandAway, E Street and Sweat, 
Heartbreak High presents an ongoing and sophisticated exploration of social issues 
and, most importantly, it places this exploration within a comprehensive discursive 
framework of social change. It does this through a re-evaluation of traditional 
approaches to both the content and form of Australian television drama, attempting 
to rework those conventions of representation which compose the "standard frame 
of reference" in Australian screen media. This chapter will demonstrate that, more 
than any other Australian drama series under consideration, Heartbreak High 
approaches the kind of textual practice envisaged by Teresa de Lauretis ( 1 991 a, p. 
224) as "redefining the conditions of vision, as well as the modes of representing." 
And if it is never quite the text that would, in Nancy Fraser's ( 1995, p. 83) 
terminology, "change everyone's sense of self," then it does at least point to the 
ways in which this might be possible. 
There are three central features of this distinctive approach that the chapter will 
address. First, the program establishes a teenage "world view" which emphasises 
the subjectivity of its teenage characters, their interests and concerns in their 
everyday lives and their place within their community and the world. Second, it 
1 The analysis below relates to the first and second series, screened before mid-1996. The series, 
made by Gannon Television, screened on the Ten Network in 1994 and 1995. After a period off airin 
Australia, it was subsequently bought by the ABC, with new episodes screened in 1997. 
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imbues this teenage world with an ever-present sense of the politics of its own 
construction and operation. This is largely a social democratic politics which 
operates as a screen through which almost all issues and topics are viewed. Third, 
the series extends the producers' philosophy of shaping a different kind of 
Australian television drama by combining experimental or innovative subject 
matter with filmic production techniques that give the program a distinctive style 
within the Australian drama landscape. As a program which is innovative in form 
and content, it is distinguished from both the naturalist occupation with the 
everyday aspects of suburban life in Neighbours, and from the more visible (and 
times pedagogical) pro-social problematisations of GP. 
Unlike those programs which adopt a "liberal moments" approach to the 
examination of social issues, Heartbreak High does not rely on a liberal-democratic 
notion of the "level playing field" in the politics of (televisual) representation. A 
successful episode won't merely move its viewers on to "a different set of 
ideological co-ordinates" as Janet Woollacott observes of Butterflies2 (and as was 
observed in relation to Pacific Drive in the previous chapter); those co-ordinates 
have already been re-set to reflect the series' general social-democratic course. 
Thus while there is a considerable contrast between this program and one like A 
Country Practice which is ultimately dedicated to the containment of socially 
troublesome matter and the maintenance of a sense of the "safe" rural community, 
Heartbreak High can also be seen to advance the micro-political philosophy of other 
"pro-social" television series such as GP. The implications of this reworked mode 
of representation are considerable: most importantly, it means that the starting 
point for the consideration of any social issue is different from that of almost all of 
the contemporary Australian television series. 
The approach of GP relied upon the technique of continually reiterating a new-found 
diversity and attempting to mould the institutions and ideas of the "establishment" 
to accept and incorporate this diversity - piece by piece, in a gradual appropriation 
of conservative territory. In contrast, Heartbreak High rejects this approach to the 
pro-social. As story editor Vicki Madden expresses it, the show works to establish 
"a different way of doing the pro-social. "3 Madden sees the degree of autonomy 
afforded to the kids of Heartbreak High as a fundamental difference between this 
series and Neighbours, for example, where adults "instruct" kids and act as role 
21n this case in relation to a women's engagement in "extra-marital sex" - quoted in Tulloch, 1990, p. 
251. 
3Personal interview with the author, Sydney, 18 July 1995. All future references to Madden are 
taken from this interview. 
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models for them. The writers on Heartbreak High engage the students themselves as 
the agents of social problematisation - firstly in exploring why kids behave in a 
certain way or demonstrate a certain attitude, and secondly, in explaining how these 
might be inappropriate or unproductive behaviours or attitudes. Executive 
Producer Ben Gannon relates that the creative team wanted the series to deal with 
issues, but "we didn't want it to be GP, we didn't want it to be 'issue of the week'. " 4 
An indication of how this approach manifests itself in the text can be gained from, 
firstly, an examination of the ways in which the series succeeds in firmly 
entrenching a youth culture perspective and secondly, the ways in which it develops 
a framework for considering aspects of class, ethnicity and gender relations. This 
represents the intersecting cultural "cleavages" by which Tom O'Regan (1996, p. 
263) characterises the "pilot" film (The Heartbreak Kid), and which will 
alternate in importance from episode to episode. These intersecting elements 
structure the incorporation of the subjects of safe sex and gay bashing in a way not 
observed in any other Australian drama series. Finally, it is important to consider 
how this youth culture focus and attention to cultural politics interact with the 
series' innovative filmmaking techniques. 
2. Defining the youth culture of Heartbreak High 
2. 1 Space and social location 
One of the most important defining aspects of Heartbreak High is its insistence on 
the primacy of the actions and attitudes - the subject positions - of the teenage 
characters. In this sense, the series has little in common with programs like 
Neighbours and Home and Away, where the social world of the teenagers is defined by 
the attitudes, expectations and behaviour of the adult (often parent and teacher) 
figures. Vicki Madden asserts that the kids on Heartbreak High often don't need to be 
taught how to act by adults, they learn from their own actions and they teach each 
another and in this respect the series would seem to share more with earlier 
Australian "youth" series like The Henderson Kids ( 1985; 1987) or Sweet and 
Sour (1984).5 
Like Sweet and Sour, the "youth culture" ethos of Heartbreak High permeates the 
show thoroughly. It is signified in a number of ways: through the clothes of the kids; 
4 Address by Ben Gannon in AFTRS seminar, Brisbane, 27 July 1995. 
5When questioned by the author on the connections between Heartbreak High and Sweet and Sour, 
Executive Producer Ben Gannon agreed and approved of th,e likeness (AFTRS seminar, 27 July 1995). 
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the incorporation of a teenage and schoolyard vernacular in the dialogue; the use of 
communal meeting places as key sites of action (including a milk bar and pool hall); 
ample location shots in the vicinity of the school and at the local beach; strategically 
positioned posters advertising pop groups (the Breeders, Pearl Jam), public 
figures and institutions (Michael Jordan, Triple J youth radio network) and pop-
political slogans ("racism sucks," "keeping your car tuned doesn't cost the 
earth"); the use of contemporar.y Australian pop music for the soundtrack (for 
example, songs by Max Sharam and Tina Arena?);G the range of contemporary, 
topical subjects (including multicultural households, the environment, sexual 
harassment, HIV, gay bashing); the frenetic, innovative camera work suggesting 
action, continual movement and multiple points of view; and a fast-paced narrative 
style with at least three interweaving plots per episode. 
lan Craven (1 992, pp 250-253) refers to devices such as these posters and t-
shirts as "presencing devices" which effect a kind of ambivalent recognition of 
social change without making a definitive investment in that process. Craven gives 
the example of a character in Neighbours (an environmentalist who is ultimately 
killed in a shooting accident while defending a flock of birds) who adopted a 
dreadlock hairstyle. In assessing the impact of these presencing devices on the 
representation of race and ethnicity in soap operas, Craven argues that: 
in helping to challenge the binarity of more temporally-circumscribed 
forms in favour of more multi-centred dramatic conflict, and pulling 
towards multiplicity, mosaic and endless irresolution (so Kerry Bishop has 
no fixed relation to her culture) the relativism of white ethnicity may be 
foregrounded, and the codes through which it is constructed revealed 
(p. 253). 
Though these elements in Heartbreak High also act to signify, in this case, "youth 
culture," they are more intrinsically linked to narrative content than is the case in 
Neighbours. They do connect individual characters to issues (such as Jodie's 
Counteraid t-shirt in the safe sex episode), but their cumulative effect is to 
implicate this spectrum of issues within the paradigm of youth culture. This 
practice of encoding significant social issues within the sub-discourse of youth 
issues is therefore an important part of the ethical training pursued by the series. 
6An album of the music from the series was released in late 1994. 
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Like other programs which concentrate on teenage characters, Heartbreak High 
divides its locations between home, school and communal meeting places. By the 
second season, the program had firmly established four such sites: the classrooms 
and playgrounds of Hartley High, the Shark Pit pool hall, the "warehouse" home of 
three principal characters (Jodie, Steve and Rivers) and the Bordino family home. 
The first three of these are used quite differently from the way similar sites are 
used in Neighbours or Home and Away. While school-based scenes in the later two 
programs are often conducted under the surveilling eye of the teachers, in 
Heartbreak High the teachers (with the exception of Deloraine, Matt's uncle) are 
also independent individuals whose private and professional lives are scrutinised as 
thoroughly as those of their pupils. 
While the first season of Heartbreak High used the traditional location of the local 
snack bar/cafe as a site of conflict and discussion, in the second series this was 
replaced by the Shark Pit pool hall. This was an important development: not only did 
it provide the means for the students to engage in some kind of communal activity 
outside of school and home, but it firmly established a space reserved almost 
exclusively for the students. The pool hall was managed by one of the principal 
characters, Con Bordino, who was regularly seen working behind the bar. In 
contrast, in Neighbours and Home and Away, the school students are employed to 
work at the communal places (the surf club, coffee shop and snack bar)- but 
always under the gaze of the adults. 
This kind of "self management" by the students extends to their home lives. In the 
second half of the first season, three of the sub-senior students (Steve, Jodie and 
Rivers) move into the warehouse together. The warehouse provides a long-term, 
viable living space for several students - and a well-defined youth space - within 
which their independence and autonomy are guaranteed. More than a mere escape 
from adults, however, the warehouse forms a space where the wider issues of its 
inhabitants are played out- their love (and sex) lives, study, and the ordinary 
domestic problems of everyday living such as cooking, cleaning and learning to 
adjust to a more mature form of interaction and co-operation. 
In this second season there are few students who live with their parents, and none of 
these domestic sites harbours a traditional nuclear family. Of the central 
characters, only one (Dannii) is incorporated within a configuration of the 
complete nuclear family - with her mother, father and sister. Even this family 
separated and then reunited over the course of two episodes. The Bordino household 
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is also an extended family comprised of Con, his cousin Effie, and Katarina, Effie's 
step sister (Effie's brother Nick, played by the "star" of the first season, and of 
the preceding film, Alex Dimitriadis, died at the end of the first season). Matt lives 
with his (single) uncle, Deloraine, having experienced difficulties living with his 
parents; Rose lives with her (single) father and Lucy lives with her (single) 
mother. Finally, the warehouse household of Jodie, Steve and Rivers was formed 
towards the end of the first series when Jodie's mother moved away with her new 
husband, Rivers' father was imprisoned, and Steve's foster parents failed to include 
him in their plans to move away. 
2.2 Family 
Heartbreak High problematises social conventions and institutions; it does not 
concede the act of representation at the point of "reflecting" changing household 
arrangements (as is the practice of Neighbours). Hence, the series succeeds not 
only in establishing non-traditional households, but in exploring the composition 
and operation of these new social configurations. The impending marriage of two 
students, Jack and Rose, sparks a debate among the students and their teachers about 
marriage, which in turn highlights their family backgrounds. The teachers, Sam, 
Southgate and Y ola, all stress the potential problems with marriage. Y ola questions 
the kids by asking them "how many of you guys come from a traditional nuclear 
family?" As Matt raises his hand (Matt himself found his own nuclear family 
unworkable and came to Hartley High to live with his uncle, Deloraine), Steve 
interrupts: 
I do Miss. See my mother got pregnant and my father disappeared off the face 
of the planet. So I was adopted by another nuclear family. They fought, split 
up. Is that traditional enough for you? 
It is this kind of overt, angry expression of the problems with traditional family 
structures that is characteristic of Heartbreak High and which most significantly 
distinguishes it from both Neighbours and HomeandAway. 
len Ang and Jon Stratton (1995, p. 129) have disapproved of the latter two 
programs for their portrayal of neat, safe nuclear families: 
Ramsay Street is a street dominated by nuclear families with teenage 
children. The nuclear family is normative here by virtue of its taken-for-
granted normality. 
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As noted in Chapter Six, this characterisation of the two series is at least partially 
outdated: Stratton and Ang are either describing a previous version of the long-
running soaps, or they are themselves articulating the powerful cultural mythology 
of the archetypal family-based "communities" of series and serial drama, rather 
than their contemporary expression. 
The difference between these shows and Heartbreak High, however, is that the latter 
series is intent on making a critique of the family institution and the problems 
which inhere. The other two programs, while they document the disintegration of 
the nuclear family, strive to present viable substitutes operating on traditional, 
though revised, familial codes of practice. 
Heartbreak High refuses the nostalgic pull of social stability and incorporates an 
unprecedented (in Australian television) accumulation of characters of varied 
ethnicity; a long-term gay character who is employed as a high school teacher; a 
teenage girl who has a child and raises it while remaining at school; and a group of 
students who live in single or no-parent households. It was, however, these same 
distinguishing elements that were targeted by the Network as the explanation for the 
series' low ratings. Valerie Hardy, General Manager of Light Entertainment, Drama 
and Childrens at Network Ten from mid-1993 to mid-1996 offers the opinion that 
"it was just too real, inner-city."? While Ten's success in the youth market 
seemed at first to present a highly conducive context to develop the serial, this same 
condition was a key factor in its demise: success at Ten could be demonstrated in 
terms antithetical to those of Heartbreak High. 
2. 3 (No) fun in the sun: presenting social issues 
Like the producers of Pacific Drive, Ben Gannon and his team attempted to shape 
both a new "look" and a new approach to content. They wanted it to be gritty and 
edgy; the episodes would be fast-paced, storylines matched with hand-held camera 
work, mostly single camera and shot on film with ample long shots and exterior 
locations. 8 On-site workshops provided the young cast with extensive rehearsals 
with an acting coach - and provided the adult writers with feedback and input from 
the teenage cast. When Gannon negotiated a deal with Ten in August 1993, he insisted 
7 Personal interview with the author, Sydney 4 March 1996. 
8 The crew filmed two days per fortnight on location, working in two episode blocks and shooting two 
episodes every two weeks. At the time Heartbreak High went into production, the only other 
Australian drama series shot on film was Police Rescue. 
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that the series incorporate a high racial mix. In increasing the "multicultural 
content" of the series' precursor, The Heartbreak Kid, Gannon and his team wanted 
Heartbreak High to be "the opposite of Beverly Hills 9027 0 ... we wanted it to be 
completely different." Similarly, Story Editor Vicki Madden sees the representation 
of social and youth "issues" in Heartbreak High as "more real" and "grittier" than 
that of Neighbours and Home and Away - this series has "an edge" to it. 
These same elements that distinguished the series from the early evening soaps, 
however, came to define its "failure" at Ten, with Valerie Hardy explaining that 
Heartbreak High was 
too violent, it was too angst-ridden, no one ever had any fun. We had all these 
gorgeous boys and girls and they didn't smile. They walked around with long 
faces. 
The implication here is that Heartbreak High failed to fulfil the criteria for a 
beachside Australian youth drama - the "fun in the sun" code. This is, of course, 
precisely the philosophy behind Gannon's development of the series. Harding 
acknowledges the technical and stylistic accomplishments of the producers - she 
thinks that "the quality of that show is outstanding: shot on film, the performances 
are great and what's more, over the years ... the standard has not dropped." But 
Harding does not acknowledge the degree to which the "quality" of the series is tied 
into a broader sense of its design - its storylines and the philosophy that guides 
them. To Gannon, for example, the "look" of the show is distinguishable from 
Beverly Hills 9027 0 and from Home and Away on the absence of "gloss." He claims 
to have expressly guarded against the series looking "like the cast just walked out of 
make-up." When he says "we wanted it to look gritty ... we didn't want it to look 
polished," Gannon is referring both to the absence of "glamour" and to the presence 
of "the multicultural content" and "a good racial mix." In this respect, Heartbreak 
High (at least at the level of production "brief") appears to directly address the 
limitation noted in the previous chapter in relation to Pacific Drive - the 
determining "glamour factor." It will be important to return to this question of 
conflict between production team and Network, but firstly, some evidence should be 
provided for the manifestation of the producers' aims at a "textual" level. 
2. 4 Authority and the institution of the school 
While the students thoroughly embrace the space of the warehouse, their 
relationship to the school is an ambivalent one. At times the behavioural codes of the 
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school and the broader normative requirements of the education system - that is, 
"the school" in its institutional sense - stand as obstacles to the aims and desires of 
its students. But this institution nevertheless facilitates the interaction of the 
students with a number of sympathetic and encouraging teachers who assist them in 
managing their everyday lives and acting on their desires and aspirations. As a 
result, the students' relationship to the school in its institutional sense becomes 
more complex, less confrontational. The students' allegiance to the school shifts as 
they seek to locate their own positions in relation to aspects of the social world 
around them. Thus as the school provides the forum for the students' development 
(ethical, as well as physical and emotional) rather than a textbook version of the 
lessons of "growing up" (as is often the case in Neighbours or HomeandAway), the 
series itself refrains from "lecturing" its youth audience in the pedagogical mode of 
the early ACP or GP. 
Often, the teachers are seen to be identified with the attitudes and practices of their 
students. Thus Yola and Sam, in particular, often speak the attitudes and ideologies of 
their students on subjects such as gender politics, racism, class and ethnic 
relations. Similarly when Vic Molloy, an Aboriginal teacher, comes to Hartley High, 
he, too, is aligned with the students. 9 The teachers are people who have more life 
experience than their students, but who conceive of the world in essentially similar 
terms. Appropriately, the Principal, Deloraine, is highly critical of instances of 
"bureaucratic indifference" (as he puts it) or misunderstanding. When the 
teachers strike, Deloraine is critical of the state government's failure to understand 
the issues raised by the teachers and the implications for the educational system, 
and when a proposal to close the school is floated, Deloraine joins the students in an 
effort to defeat the department. In turn, the students are offered a broader, "social" 
education. 
Accordingly, the source of authority represented by "the department," while at 
times seen as intrusive and encroaching on the behaviour and lifestyles of the 
students, also manifests itself as a source of support for the rights of the students 
and teachers. The "process" of complaint, consideration and appeal offered by the 
education system, becomes a refuge when the gay teacher (Graham) is wrongly 
accused of sexual assault against a young male student. The Christian extremism 
represented by the boy's father is defeated by the "equity" agenda of the 
department. This supportive framework is extended to other social institutions 
9An example of the alignment of teachers and students in this episode (the "safe sex episode" of 
1996) is the collaboration on a documentary on police harassment. 
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through the positioning of the police on the side of the gay character: Graham agrees 
to report the matter to the police, and Deloraine invokes the spectre of the law as a 
defence against acts of "vilification" such as that proposed by the boy's father. 
Thus, the series uses the both the student and teachers of Harley High to 
problematise the issue of homophobia. Furthermore, the students are continually 
used to establish a counterpoint to the conservative attitudes of other students and 
"outsiders." The ideological ground of the students is continually re-established as 
it dismisses or converts its challengers. It is part of the series' larger vision for 
social change that individual teachers and students are able to mobilise the education 
system in defence of this social structure. This is a structure shaped by their own 
values and beliefs which insist on the inescapeability and interconnectivity of a 
range of elements relating to the construction and composition of Australian society. 
This social structure therefore forms the epistemological framework which not 
only permits subjects like HIV and homosexuality to be examined, but it pre-
determines, to some extent at least, the way in which such subjects will be 
addressed. In particular, the decision to establish an exclusive teenage living space 
proved crucial in developing certain storylines that could not be pursued otherwise 
- most notably for the continuing stories of the sex lives of the kids. 
2 . 5 Safe sex and HIV 
This act of granting "permission" for teenage school students to freely engage in 
sex, negotiated and performed on their own terms in their own space, is unusual in 
Australian television drama. While sex is seen (or rather, implied) between 
married or partnered (heterosexual) couples on HomeandAwayand Neighbours 
(such as Shane and Angel in the former or Sam and Analise in the latter), it rarely 
occurs among young adults. When it does - such as between Dannii and Mal in 
Neighbours- it is usually located within the supervisory framework of an 
established household. 
In Heartbreak High, however, this kind of "illicit" and covert engagement in sex is 
reserved for the comical efforts of two of the students, Con and Katarina, attempting 
to be alone in the Bordino house. But equally, this independence on the part of most . 
of the students serves to underline the degree of isolation that pervades the safe sex 
episode (screened in December 1995). Steve and Lucy, who have been sexually 
active for some time, consider the question of HIV. Steve seeks advice from the other 
boys at school; this doesn't help him, and neither does the counsellor's advice that if 
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he is genuinely worried then he should ask for an HIV test. Steve and Lucy are alone 
in their predicament; for the first time, Steve is truly made aware of the 
responsibilities that attach to relationships and the complexities of sex. The absence 
of parental advice and instruction suggests that this is an adult issue which requires 
serious consideration. And ultimately, only Steve and Lucy can tackle the problem: 
no platitudes, no pat solutions. 
The final scene before Steve and Lucy take their HIV tests is indicative of how the 
narrative premise is developed by the innovative filmic techniques of Heartbreak 
High. The scene opens with Steve and Lucy seated at the kitchen table, alone. The 
camera crosses from one to the other without cutting away, emphasising their 
proximity and the intensity of their conversation. It continues the long take by 
circling the characters, defining their space within the room. Steve and Lucy are 
alone in the midst of their own domesticity; their trust for one another is 
challenged, and they realise that they are the only ones who can address the 
problem. Though ultimately they escape the condition they dread, this is not before 
Lucy has the opportunity to ask a very disturbing question, "what if I'm positive 
and you're not?" The reply is interrupted by Lucy being called into the clinic, but 
there is a residual sense of uncertainty, a disruption. This disruption can be likened 
to the lingering sense of gender transgression noted by critics who have adapted 
Bakhtin's theories of the carnivalesque to describe drag performance in film and 
television: the existing order never quite recovers from the temporary instability 
of gender inversion. 1 o Similarly, sex between teenagers in the era of AIDS never 
quite regains the sense of abandon that it possessed prior to the presence of HIV. 
Ultimately, Steve and Lucy are forced to consider the "risks" of unsafe sex, they 
take their tests and they're cleared. The events teach them about responsibility and 
risk, but also about pleasure and the balance between personal autonomy and the 
sharing of responsibility. And the episode ends on an affirmation of their 
commitment and the continuation of their sex life: Steve presents Lucy with a 
variety of coloured condoms, dispelling his previous reluctance to accept the 
responsibility. In the end, then, the experience does not sober the two teenagers into 
seriously reconsidering sex per se; but it does "teach" them to see the implications 
of their actions. Hence the program avoids a return to a more conservative moral 
code while continuing a regime for responsible "self management" that fits 
logically with other social themes addressing homophobia and gender inequality. 
10 See for example, Dan Harries' (1989) analysis of the films of John Waters. Harries draws on 
Bakhtin's Rabalais and His World ( 1 984 ). 
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It is the style and approach of Heartbreak High as a series, therefore, which 
distinguishes it from the familiar naturalist tradition in Australian television 
drama. The series, unlike the other two soaps, is structurally capable of dealing 
with an issue like the practice of safe sex between young people in a sophisticated 
and informed manner. Hence it avoids the both the superficiality evidenced in 
Neighbours- "I know about safe sex, Mum" - and the collapsing of the two issues of 
teenage pregnancy and safe sex presented in Home and Away. 
The episode does not, however escape criticism altogether. Principally, there is a 
problematic relationship between the representation of sex and the looming spectre 
of "drugs." Although the episode re-works common assumptions about teenagers 
and (safe) sex, it incorporates a markedly conformist approach to the subject of 
teenagers and drugs. The rather simplistic suggestion that kids who do drugs are 
"losers" displays a more conventional and pedagogical approach to "educating" 
teenagers about social issues. The two main plots of the episode (the HIV test and the 
documentary) are neatly connected by a report that a young girl was killed when she 
wandered onto the railway track under the influence of acid (the impetus behind the 
police "harassment" that inspires the documentary) and by Lucy's revaluation that 
her concern over AIDS stems from her ex-boyfriend's drug use. Though there is a 
substantial exploration of the sex issue, the other side of the question, drug use, 
remains a dark, unexplored subject. Despite Con's declaration that "we don't do that 
sort of thing" a more sophisticated analysis of the subject might at least have 
identified the prevalence of marijuana, for example, and made some preliminary 
distinction between this and the use of other (synthetic) drugs of dependence.11 This 
problem is compounded to some extent by a teacher's use of the term "high risk 
group" which implies, but does not mention, intravenous drug use (amongst other 
things). 
But despite these problems, the episode succeeds in re-working the familiar theme 
of the uncertainties of the sexual history of partners, partners of those partners 
and so on. 12 And the advice of the school counsellor (Yola} to Steve is rational and 
practical and designed to counter an unnecessarily hysterical or inflammatory 
response. The episode makes the point that if Steve and Lucy are only sleeping with 
11 In his analysis of students' responses to an episode of A Country Practice, John Tulloch (1992a) 
has observed how teenagers interpreted "hard drug" use represented in the episode in terms of 
their own personal experience with marijuana and alcohol. 
12Th is was of course the theme of the early Australian HIV I AIDS television advertisement, Beds. It is 
given another interesting reconsideration by American independent filmmaker, Temistocles Lopez, in 
Chain of Desire, 1992. 
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each other, and Steve has only slept with Dannii before this, then the "risks" 
presented by their situation should not be overstated. Finally, while safe sex is an 
issue which could be addressed more consistently through the series, it is referred 
to on several other occasions. Notably, Jodie is twice seen wearing a Counteraid t-
shirt and on the first occasion the camera focuses on the safe sex message on the 
back, then tracks round to reveal the Counteraid logo on the front. Significantly, 
this scene demonstrates how the issue of safe sex slots in with other "youth" issues 
that define the social democratic politics of Heartbreak High: the safe sex episode and 
the gay bashing episode fit within a scheme of representation that has a very well 
defined pro-social function. 
3 The social relations Of Heartbreak High: class, ethnicity and 
gender politics 
Implicit in the construction of youth culture in Heartbreak High, of teen problems 
in the 1990s, is the nature of the students' struggle as people from non-privileged 
backgrounds. The series constructs a working-class/lower middle-class world -
this is the world in which the action occurs and in relation to which the characters' 
attitudes and opinions are formed. 
Several of the students come from working class or lower middle class backgrounds. 
Con's father, Roberto, is a (more affluent) builder and at one point Roberto and 
Helen argue over Con's future- Roberto feeling resentful that Helen considers a 
trades job is not good enough for her son. Rivers' father is also a "blue collar" 
figure, who has been in a detention centre and returns, on the run, to have Rivers 
visit him in an old warehouse. The episode featuring his father's return is a dark, 
complex episode and one that underlines the hardship Peter Rivers has faced. 
Furthermore, the school is not located in an affluent area and guest characters and 
locations (such as Lucy's mother's home and those of Jodie's business associates) 
are occasionally used to establish a contrast with the more mundane sets of the 
regular characters' homes. The Hartley students enter Lucy's world as caterers, 
working for her mother; she is taken back into theirs and the only time the show 
returns to this site of affluence is at the time that Lucy is sexually harassed by her 
mother's fiance. 
When a new teacher (Andrew) arrives at the school, he brings a private school 
philosophy of achievement and ambition which grates against the existing order. He 
is soon humbled. In a remarkable departure from the conventional ethical lesson of 
television drama - that young people should stay at school and study hard - the 
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series undertakes the re-education of the teacher, causing him to seriously revise 
his individualistic, competitive approach to education. The teachers' responsibility 
is to help them to achieve what is realistic, and to be happy with this. The delivery 
of this message is engineered through having Sam, the existing teacher, explain to 
Andrew, the new teacher, that many of the students are from "underprivileged" 
backgrounds and that 
they've been brought up in an atmosphere of struggle, and in many cases, 
failure, so any failure on their part just reinforces that sense of 
hopelessness that they grew up with ... it's just as important to teach them 
that success isn't necessarily measured by marks on an examination result 
paper.l3 
The drive behind Sam's defence of the kids is seen here as helping them, facilitating 
them to pursue their interests, and not to present pure academic achievement as 
something that can substitute for this. Thus, Jodie is encouraged to be a singer, 
Katarina a dancer, Dannii a TV journalist, Steve a photographer, Rivers a writer 
and Con an all-round entrepreneurial business figure. It is only the last of these 
characters, Con, whose dreams are seen as somewhat over-inflated (though not 
entirely out of the realms of possibility). 
Within this community there are, however, high academic achievers. Rose and Jack 
are both good students and they aim to become a doctor and a lawyer respectively. 
Their ambitions are not thwarted, but they are certainly tested: the two face the 
problem of teenage pregnancy, they deal with it, and they retain their ambitions. In 
contrast, Matt, also a high academic achiever, has no ambitions and he is encouraged 
by his teacher, Sam, to defer. Her advice to Matt's uncle (school principal, 
Deloraine) on this matter aptly sums up her approach- and the approach of the 
series- to the students' lives: "it's who they are, not what they do." 
For many of the studen~s, one of the most important signifiers of who they are 
relates to their own ethnic identity. Heartbreak High hinges on a dual emphasis of 
maintaining the integrity of selected ethnic groups while at the same time stressing 
the interaction of these groups through communal social sites and institutions. The 
series relies on a premise of Australian society as a multicultural society - an 
assembled national culture incorporating a large number of component cultures. In 
this scheme, students, teachers and parents are all "Australians" and many of them 
13 This episode deals with the attempted suicide of Danielle (September 1995). 
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are also Greeks, Italians, Lebanese. And while the number of Anglo-Celtic 
characters far exceeds the number of characters from any one ethnic group, the 
numbers of Anglo and non-Anglo characters are roughly even. 
Within the category of the non-Angles, by far the largest group represented is that 
of the Greek characters, including Nick and Stella (first season only) and Con, 
Helen, Katarina, Effie and George. Other Europeans include Con's brother, his 
father, Roberto, and Christina (first season only) who are Italian, and Rose and Yola 
who are Lebanese. In addition, the first season included the character of Chaka, from 
El Salvador and the second season featured Vic (a Koori teacher). Jack, who is 
Vietnamese, featured sporadically in both series. The third season (not examined 
here) introduced an African-American female teacher. 
In dramatic terms, the most important family or household group in both the first 
and second seasons is Greek. Con's life, particularly, is a struggle between the 
values imbued in him through his home life and those he learns through the 
ethnically-mixed youth culture of Hartley High. Con identifies himself as Greek and 
although his father is Italian, it is his mother's Greek heritage which 
unquestionably dominates this household. It is Helen's numerous relatives to whom 
reference is frequently made and it is his mother's culture that is emphasised in the 
language used in their home. Relatives are referred to with their Greek names and 
Greek customs such as family loyalty are strongly emphasised. There is a tension 
then between his two heritages and at times Con seeks to evade the extended family 
in favour of sharing time with Katarina, but simultaneously, he is proud of his 
Greek heritage and displays it prominently among his friends. He is protective of 
his mother and her culture to the extent that Jodie is prompted to ask "what is it 
with you Greek guys?" 
There is also a pervading sense of the accessibility of life in Greece. During the first 
series Stella and Katarina depart for Greece after Nick's death; George follows, 
leaving Effie in the care of Con's family. Katarina returns in the second series 
bringing news of Greece. The figure of the "homeland" looms large in the family's 
everyday lives, and to the show's credit, the characters are never forced to make· an 
unequivocal decision about their own identity. There is a sense of a dual cultural 
heritage and while the students' daily lives - and their futures - are firmly located 
within Australian social structures, their traditional culture is always at hand. 
The significance of Con's heritage, moreover, is not lost at school: there is no 
attempt to "mix" the students into an assimilated, multicultural amalgam. The 
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series avoids the strictly "pro-social" and does not teach "multiculturalism" at 
the expense of the specificities of the cultures that comprise that society. The 
diverse backgrounds of the students interact in a way that enables them to forge 
alliances with other people their age, while retaining their own cultural heritage. 
This interaction is perhaps made most apparent in the marriage of Rose and Jack in 
July 1995. Rose initially experiences problems with her Lebanese father when she 
becomes pregnant and is faced with the options of having the child or having an 
abortion. She has the child and her father supports her, but she faces further 
obstacles some time later when she receives offers of marriage from both Con (who 
is Greek) and Jack (who is Vietnamese). She marries Jack. 
In discussing the film The Heartbreak Kid, Graeme Turner (1994) characterises 
this multicultural mix in terms of its capacity to embrace, rather than elide, the 
contradictions of multicultural society: difference in this text is not just tolerated, 
it is constitutive of identity (p. 124). 
Complementing this recognition of ethnic difference, the series also foregrounds the 
subjectivity of its female students and their feminist politics. Heartbreak High is 
replete with strong, independent female characters. The actions of Jodie, Dannii, 
Rose and Katarina all drive the narrative to an equal degree to any of the male 
students and they are complemented by the roles of their teachers, Y ola, Christina 
and Sam. Of these, Jodie, Yola and Sam are all expressly feminist in their opinions 
and their actions. 14 Significantly, however, Hartley High is not a place in which 
feminist discourse is heard but not heeded: the actions and philosophy of these 
characters (and, by extension, the series itself) continually impact upon the male 
(and female) characters around them. 
The perpetual reiteration of an ideological framework which supports the position 
of the women within this community is achieved through a process of continually 
providing feminist viewpoints in what, in other drama series, would be otherwise 
"unrelated" plots. This has taken the form of Sam being seen coaching the women 
students in self-defence; Jodie teaching Effie to dress "for herself, not for any 
boys;" Yola taking care over how her baby will be dressed ("I've decided to stick to 
gender non-specific colours. Pink and blue are definitely out"), or refusing 
Southgate's offer to care for her and her child ("I'm an independent woman. I need 
14 Lesley anne Hawthorne ( 1996, p. 66) does point out an inconsistency in maintaining the integrity 
of both ethnicity and gender in relation to Yola: "Yola, the 'Lebanese' counsellor, was presented as a 
powerfully hip young Australian woman - a cheerful libertine with no family or Lebanese values in 
sight." 
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to work to support me and the child"); or Sam rebuking Andrew ("believe it or not, 
sometimes I don't think of men at all- for days"). Both Southgate and Andrew 
represent Anglo masculinity. It is a position Graeme Turner ( 1994, p. 1 30) 
describes (in relation to the "pilot" film, The Heartbreak Kid) as 
a vigorously masculinist Australianness ... an Australianness which is 
hostile to cultural difference, threatened by multiculturalism's challenge to 
cultural purity. 
This is a position that Heartbreak High series continually seeks to displace as the 
dominant, structuring identity. 
More importantly, though, Heartbreak High (the series) commits itself to offering 
the women in the school equal career prospects to the men - appropriately 
contextualised, however, by the economic conditions under which they live. 
"Success" in such circumstances is measured in different terms than it is in 
programs like Neighbours and Home and Away. Jodie leaves the school as well as her 
home and her friends to take up a recording contract and embark on a singing tour 
and similarly, Lucy leaves Steve (and Heartbreak High) to undertake a language 
course in Japan. Rose, the aspiring lawyer, proves that women can be mothers and 
succeed academically. Just before she leaves Hartley High to marry Jack and move to 
his school (to facilitate an arrangement for sharing the tasks of raising the child 
while remaining at school), it is emphasised that Rose remains committed to 
studying law and Jack to studying medicine. 
Amid these two extremes are Dannii and Katarina, both of whom have very firm 
ideas about their futures but face severe obstacles: Dannii wants to be a reporter 
but does not have the results that will permit her entry into a local (Sydney) 
university communications course, while Katarina wants to be a dancer but must 
qualify as only one of a handful of successful entrants each year. These problems are 
not "solved," but the girls are encouraged to pursue their goals in different ways. 
Dannii is directed towards a course at Bathurst that includes an interview-based 
assessment and Katarina, while failing to gain entry to the academy one year, 
resolves to reapply the following year. 
This discourse of feminism and the foregrounding of the issues of gender politics are 
key discursive elements in shaping the discussions of sexuality and HIV in 
Heartbreak High. When Nick fails to support Graham in the gay-bashing episode, 
Jodie accuses him of being "just one of the boys;" Jodie likens their fear of being 
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"hit on" by a gay man to the unwelcome advances of a man to a woman. And in the 
safe sex episode, Lucy protests to Steve about the double standards that the boys 
exhibit towards their sexual history. In the same episode Dannii reveals why she 
lied to Steve when she told him he was her first partner: "it's what you wanted to 
hear, Steve. You wanted to think that it was the first time for both of us." Thus, 
Steve's hold over his sex life is revealed to be significantly less stable than he had 
thought. 
4 Form and content: connecting the issues 
4. 1 Interrelating issues of sexuality, gender and ethnicity 
The feminist discourse characterising the representation of gender politics in 
Heartbreak High makes this the most overtly political of the three categories of 
ethnicity, class and gender. A feminist framework not only makes the discussion of 
sexuality and HIV possible, but it provides a wider social context into which they 
can be assigned. 
A pertinent illustration of how social issues are framed by this discourse can be 
found in the careful interrelation of sexuality, ethnicity and gender in the gay-
bashing episode of June 1994. Jodie (the principal female student in the series) 
aligns herself with Graham (the gay teacher) from the first articulation of sexual 
abuse. But in the act of defending Graham on the grounds of his sexuality, Jodie also 
establishes a position against the sexist and misogynistic attitudes of Bolton and 
Rivers. Rivers describes Graham as "a pack of Omo" and Bolton admits to his fear of 
"getting jumped in the dunnies." When Jodie calls them "magaphobics" and tells 
them they make her sick, Rivers asks her if she's "some kind of fag hag." She calls 
him a scumbag and a cretin and he replies, "Oh baby, come back, do it again. I loved 
it." The overtly sexual nature of his response marks Rivers' behaviour as 
aggressive and offensive towards both Jodie and Graham. Thus there is an alignment 
of the two issues of sexuality and gender both through the identification of a common 
perpetrator of oppressive conduct and through the process of marking out the 
political territory and establishing a commonality or sympathy between the 
"victims" in the face of reactionary challenge. 
This antagonism continues through the episode, with Jodie and Rose firmly 
supporting Graham from the start, and gradually gaining the support of the other 
students until Rivers finally relents and joins them at the end of the episode. In a 
milk bar scene when Jodie, Steve, Dannii, Chaka and Rose are discussing the 
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incident and Steve and Dannii express some concerns at the prospect of another guy 
"coming on" to him, Dannii and Steve comment that the situation is different when a 
guy comes on to another guy, from when a girl comes on to a guy. Jodie disagrees and 
offers what is perhaps her most challenging and transgressive statement in this 
episode: 
look, it's exactly the same. It's a yes, no or maybe if you try a little 
harder ... Look, being gay's not the issue. It's just that people think that 
because you're gay you're immediately a predator. 
In other circumstances this statement could be taken to operate as a liberal 
"levelling" device which reduces the issue to a bland humanism, one relating to 
"the human condition" ("being gay's not the issue"). In this context, however, the 
opinion is thoroughly transgressive. What the statement does reduce the issue to is 
one of teenage sex and romance - that gay and lesbian sex and romance occur as one 
element within this whole and that everyone should deal with this as they deal with 
everything else. In providing for a "yes" response to the attempts of one boy to 
proposition another, she opens up the possibilities for gay relationships. But in 
extending this to allow for a "maybe, if you try a little harder" the series endorses 
this kind of relationship as fully equal to any other - as one which brings with it all 
the difficulties and the rewards that come from the observation of (and the challenge 
to) the conventions of sexual attraction. 
It's moments like this that truly distinguish Heartbreak High from other Australian 
drama programs. But this does not mean that it avoids all of the traditional 
techniques. Like some of its contemporaries, the series at times uses more 
conventional forms of the pro-social address. Graham, for example, delivers a 
"lecture" on the nature of discrimination that would be worthy of Martin from GP 
or several of the characters from A Country Practice. Consider, for example, the 
following conversation between Graham and Deloraine on the actions of Mr Masters: 
Graham: What the hell does "homosexual influence" mean? Is that 
supposed to be something like hypnotism - putting schoolboys 
under my spell? 
Deloraine: Mr Masters and his group are on a mission. They're looking 
for evidence and you're it. 
Graham: Heaven help us. 
Deloraine: The kid's being raised in the same way ... It's a father's right. 
Graham: What, to inculcate fear and hate? 
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De I ora in e: Well, I don't think that process is going to go away for a while 
yet -judging by the look of the world. 
Graham: So what's next- do I wait for the burning cross ... or is the 
crunch of jackboots more their style? 
These moments in Heartb~eak High echo those of Martin in GP, and to a certain 
extent, those of the medical figures in A Country Practice. The important difference, 
however, is the extent to which the two programs embrace these moments within 
the overall design of the show. Whereas GP is certainly commendable in the range of 
topics which it covers, ultimately, its formula is designed to chip away traditional 
ideas and attitudes, often embodied in the characters of William and Julie. 
Heartbreak High, in contrast, begins with the world of the students, one that is 
clearly articulated as relying on an all-embracing political platform, various 
aspects of which are highlighted from time to time. When Andrew and Southgate are 
taught the politics of the school, they are taught to accept what is right for these 
students, they are themselves "normalised." In GP, however, Martin and Tessa, for 
example, remain to some extent marginalised by William; they are the ones who 
must prove themselves to him. 
This shouldn't be taken to imply that the "lecture" mode evidenced above is not a 
useful narrative device; certainly, when used by a gay character, it provides for a 
highly political mode of address that is an important element of any pro-social 
message, and one that cannot (however admirable the intention) be delivered by a 
heterosexual character. However, the producers of A Country Practice were correct 
in perceiving that it is a mode that must not be overused - and certainly not by 
heterosexual characters (like Terence Elliott). Heartbreak High does include avoid 
some of the pitfalls experienced by other programs in this regard. Specifically, the 
"lecture mode" is usually conveyed through a middle-class liberal-humanist 
discourse of civil rights - it is a mode of address designed for university-educated, 
"enlightened" characters. When it is performed well and incorporated into the 
narrative structure of an episode, it is a useful device, but limited: it can be seen as 
speaking successfully to itself, but its value beyond this is questionable. In this 
series, Graham stands as the archetypal gay man of television drama, a figure which 
also finds expression in Martin of GPand Matt of Melrose Place. These three 
characters are all remarkably similar in type; they all represent the gay man who 
has some philosophical grounding in social theory and articulating an opinion on 
tolerance and diversity. There is some tension here, then, as the middle-class 
"lesbian and gay rights" discourse of Graham is deployed within a more far-
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reaching social democratic discourse that is imbued with a sense of "hardship" 
stemming from other aspects of social disadvantage or racial or ethnic oppression. 
In such cases, of course, the Graham/Martin/Matt figure can only go so far towards 
"representing" an experience of gay sexuality. It is at this point that the series 
level elements of Heartbreak High become significant: Graham is only a part of the 
Heartbreak High scheme for social justice. On the scale of representational politics, 
Melrose Place would be at the liberal-democratic end, with the character of Matt 
remaining a two-dimensional, "token gay." GPwould come some way above this, 
with its insistence on presenting a range of social issues. But Heartbreak High 
would be above this again in its development of a broader social scheme within 
which these elements fit together. 
Ideally, the space for representation offered by Jodie's comment, "it's a yes, no, or 
maybe if you try a little harder" would be fulfilled by just this kind of character -
a gay or lesbian student. That Heartbreak High does not reach this point is not so 
much attributable to a failure of the series itself, since the program clearly 
provides for this role within its structure. Rather, it is due to a pragmatic 
adjustment to the demands of Network consultants who considered the otherwise 
innocuous figure of a Gothic character to be a "negative role model."15 The 
important point, in the end, is that Heartbreak High exhibits a structural and 
discursive capacity to embrace this mode of representation: a feature that its 
contemporaries lack. 
4. 2 Heartbreak pretender: Sweat 
A notable contrast in the field of youth drama is the 1996 series, Sweat. Like 
Heartbreak High, Sweat focussed on an upper-teen demographic; it was credited 
with high production values and rejected the "soap" label; it embraced an 
ethnically diverse cast (its core teenage characters comprised four Anglo-
Australians, one Aborigine, two Europeans and one Asian) and it even employed two 
of the actors from the former series. But despite these similarities and, 
importantly, the addition of a permanent gay character, Sweat lacked the essential 
social vision of Heartbreak High. It is, ultimately, a drama series about kids and 
sport, and it consistently reduces elements of social conflict to questions of personal 
struggle - closing off the implications it might otherwise have explored. 
1 5 Phil McAloon asserts that Valerie Hardy vetoed the storyliners' idea for a Gothic character; for 
marketing reasons, she preferred blondes. 
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Sweat is set in the fictional "Sports West Academy," an elite training institution 
for athletes in Western Australia. Its main characters include three swimmers 
(Tom, "Noodle" and Evie), two track and field athletes (Sandy and Stewie), two 
cyclists (Danny and "Snowy") and a gymnast (Tats). The romantic involvements of 
the characters are explored over the course of the first season, but, unusually for a 
drama series, these emotional entanglements are always subordinated to their 
sporting achievements: to use Robert Allen's terminology (1995, pp 7-8), the 
syntagmatic narrative urge of each episode (that is, swimming week 3, cycling 
week 4) prevails over the "paradigmatic complexity" of the network of character 
associations. In the second episode, for example, a champion diver (Monique) leaves 
the series when she is unable to overcome her infatuation with her coach - the 
sports issue takes precedence and "teenage infatuation" is resolved along with it. 
In one sense, "sexuality" is an exception to this general rule of quick narrative 
resolution, since the problematisation of teenage homosexuality is afforded extended 
narrative space. However, this prioritisation of sport is essential to the exploration 
of the sexuality of the gay character, a young male cyclist known as Snowy. The gay 
character in Sweat is established over the course of the first four weeks; the series 
then uses the narrative device of the "coming out" process to generate storylines 
for the character over the next five episodes. 1 6 The gay plotline is introduced in 
Week 5 (in two half hour episodes) and continued the following week as Snowy 
suffers the discomfort of his friend, roommate and cycling partner (Danny). The 
first episode is successful in terms of representing the difficulties Snowy faces in 
overcoming the debilitating conditions of heterosexism experienced within the 
academy. With the exception of Danny, the other characters are tolerant and even 
encouraging after their initial shock. Noodle, for example, welcomes him as his 
new roommate when Danny suggests Snowy should move, and tells him, "I don't care 
what you do in your private life, as long as you don't wear my dresses!" Noodle 
later "explains" the situation to Stewie by comparing Danny and his boyfriend to a 
heterosexual couple, Sandy and Alex: "Snowy's relationship is no different. If he's 
having a good time, what does it matter?" 
Similarly- and predictably- the girls are quite accepting of Snowy's sexuality. 
Tats, especially, represents the liberal heterosexual woman found in almost all 
these drama series. She begins by berating Snowy for leading Sandy on, but changes 
1 6 These five episodes were shown over three weeks: the original hour timeslot composing two half 
hour (usually seamlessly connected) episodes were replaced by half hour episodes shown an hour 
earlier (at 5.30 pm, Saturdays) from 1 June 1996 (the final episode in this sequence). 
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her tactic and defends him against the taunts of the other boys when she senses his 
discomfort. 17 
Building on this successful problematisation of the presumed heterosexuality of the 
group, the sequence then presents an appropriate discursive framework through 
which the teenagers can incorporate Snowy's experience within their existing codes 
of behaviour. The girls approach Snowy's love life in similar terms to those with 
which they perceive their own lives, and the girls' mode of "gossip" about 
boyfriends is extended to Snowy, embracing him within the essentially "ordinary" 
discourse of teenage romance. 
The "resolution" of the issue- and the conclusion to the plotline- focuses on the 
relationship between Danny and Snowy in Week 7. This half hour episode introduces 
a new element into the Snowy-Danny relationship. Throughout the series, Danny 
has been represented as a somewhat cliched "Italian stud" figure, the most sexually 
active of all the athletes. It has also been made clear that Snowy has never acted on 
his homosexual desires. But in this episode, Snowy finds a boyfriend and Danny 
becomes jealous. By the end of the episode, the narrative sequence concludes with 
the expulsion of Snowy's unfaithful boyfriend and reunites Snowy and Danny. 
There are two limitations in this approach. Firstly, it relies on the stereotyped 
figure of a sexually promiscuous gay man, Richard, who protests to Snowy, "hang 
on a minute, I didn't say I wouldn't see anyone else." No other gay character is 
included in the series and Snowy's love life ceases to be of interest after this point; 
the implication remains then, that Snowy, morally superior to the gay "lifestyle" 
represented by Richard and his friends, will remain outside the scheme of romantic 
attractions enjoyed by most of the other characters. Secondly, in effecting the 
reversal of Danny's attitude, the final episode of the sequence thereby shifts the 
focus from Snowy and his act of sexual exploration to Danny and his gradual 
acceptance of his friend's sexuality. 
To remark on this is not to deny that the exploration of Danny's feelings is not 
worthwhile. Indeed, one of the most successful moments in the whole season is the 
point at which Danny confesses to Stewie (naked, in the shower) his real confusion 
and his difficulty in articulating his feelings for Snowy: "oh you can joke, okay, but 
this is pretty heavy. I mean, the girls, they can talk to him about it. What the hell 
am I going to say?" But despite the genuine note of confusion in this scene, it loses 
17Tats was played by lnga Hornstra, who also played Allie in Heartbreak High. 
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some of its potential through its co-optation of the main speaking position - of the 
prioritisation of Danny's subjectivity over Snowy's. In the scheme of relations 
existing at the conclusion, Danny becomes the focus of attention and all the other 
athletes are taken as inherently accepting. But while the dominant heterosexism 
evident in the initial episode appears to have been undermined, it is, in a sense, 
reasserted as the "gay plot" effects a shift in subjectivity from the gay character 
himself to his straight friend. From this point on, Snowy's sexuality is no issue at 
all - it is seldom mentioned, the character receives no major storylines until the 
final episode, where he is barely seen. The end result of the sequence is a re-
establishment of the state of affairs that existed before Snowy "came out." 
Finally, it is important to note in relation to Sweat that the whole question of 
Snowy's sexuality is ultimately subsumed within the issue of the effective cycling 
partnership of the two boys: once the cycling partnership achieves a new 
equilibrium, there is, it seems, no problem. This is indicative of the ideological 
leanings of Sweat as well as of most other Australian drama programs: liberalism 
promises that social problems can be "ironed out" and resolved within a discourse 
of pluralism. Not surprisingly, then, the series' incorporation of an ethnically 
diverse cast works to establish a degree of multiculturalism in its most limited 
sense- difference is represented by the superficial presence of a few "ethnic 
faces." In this way, "Noodle's" Vietnamese heritage is both subordinated to and 
conflated with his personal eccentricity -such as in the mural he paints over his 
room, or in his loner/outsider status. (At one point Danny remarks, "there are 
good weirdos and there are bad weirdos.") 
Similarly, although Stewie's Aboriginality is interrogated when his father arrives 
from Broome and urges him to leave the institute and take up football, his family is 
positioned against the institute, and Stewie rejects his family to pursue his quest 
for Olympic glory. The inclusion of a permanent Aboriginal character, like that of 
the gay character, is something of an achievement for mainstream television, and 
even this degree of sanitised multiculturalism is, to a large extent, preferable to 
the regular conditions imposed by series like Neighbours and Home and Away. But, 
like these series, Sweat ultimately lacks the cohesion and vision provided by 
Heartbreak High's overriding social democratic framework. Accordingly, key 
production figures have expressly rejected comparisons to the latter series. Paul 
Barron, Executive Producer, has stated "It's more like Fame, being about young 
kids aspiring to common goals" (Knox, 1-4-96, p. 3) and creator and writer John 
Rapsey disapproves of the social dimension associated with Heartbreak High: 
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[m]ost drama on television, particularly Australian drama, is about crime, 
disease, death and danger arid the people who attend to it. Sweat is quite 
different. It deals with a rich source of drama .... overcoming personal 
obstacles (Williams, 19-4-96, p. 19). 
In contrast to this individualist discourse, and the limited acceptance of 
homosexuality on the grounds that "he's having a good time," Heartbreak High 
directly engages with larger social questions. One of the clearest expressions of its 
capacity for transgression is its refusal to limit its politics through the discourse 
of liberalism. Heartbreak High not only interrogates social conditions; like GP, it 
links elements of social struggle. 
4. 3 The coherent whole: intersecting elements of social subjectivity 
The reasoning behind the development of the gay character Graham in Heartbreak 
High was similar to the reasoning behind Martin in GP and appears to be similar to 
that behind Snowy in Sweat: this is a gay character whose sexuality is an important 
but not consuming aspect of his development. Greg Millin (who wrote for both 
Heartbreak High and GP) has pointed to the way in which the former series 
succeeded over the latter in developing such a character. Millin was recruited by 
Gannon at the sixth episode, at which time the gay bashing episode was already slated 
in for the thirteenth or fourteenth episode. The character was well established at 
this point and remained active over the following season. 
This character, moreover, was developed in line with a general approach to aspects 
of social subjectivity in the series. Vicki Madden explains that Ben Gannon didn't 
want to run a gay story "just because he's gay;" she relates this decision to the 
series' introduction of an African American teacher and a Chinese student in the 
fourth season. The story team wanted to avoid making these aspects of the 
characters' subjectivity the "issue of the week;" rather, they aimed to incorporate 
them within a broader inclusion of difference projected by the series. Thus when 
the black American teacher arrives, someone remarks, "you didn't tell me she was 
... American" and in a story dealing with the Chinese girl, the emphasis was placed 
on the fact that she was from a wealthy family: this was not a racism plot. 
Similarly, when a paraplegic student arrives at the school, the fact that he is 
paraplegic is not in itself the issue. His disability is interrogated incidentally in 
terms of his friendship with Bolton, an existing character: the major issue is the 
boy's relationship with his mother. Finally, economic disadvantage is also 
approached in the same way - in depicting ongoing life experience rather than in 
making "poor kids in school" a problem to be directly addressed and solved. 
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In this way, Heartbreak High directly engages with aspects of social subjectivity 
without constructing them as "issues of the week." Most importantly, though, it is 
able to I ink these separate areas of social struggle into a coherent framework for 
reform. If core character Jodie's support for gay character Graham outlined above 
can be seen to exemplify this capacity for transgression, then the subsequent 
alliance between Graham and Sam confirms it. When Sam returns to Hartley High, 
Graham welcomes her back amid much antagonism from Deloraine and some of the 
students, insisting that "we'll change their sexist little minds for them." Thus, 
Graham calls up Sam's own feminism - a feminism that is drawn upon again in this 
episode in Sam's battles with Andrew, and throughout the series in the actions and 
attitudes of Jodie, Rose, Sam and Yola. Importantly, this is not an liberal-
democratic politics of "equality of opportunity" that merely asserts that women 
have the same capacity for success in employment and education as men. Rather, it 
ties its focus on women to an understanding of social injustice that sees a 
particularly vehement expression in sexist acts like those of Bolton or Andrew. 
These are the kind of characters and kind of attitudes that the show is promoting. 
And similarly, when Sam participates in a teacher's strike, painting banners and 
participating in a march, Andrew attempts to label the people with whom she aligns 
herself as "a bunch of left-wing radicals" and her "Bolshie mates." It is Andrew, 
however, who is cast as somewhat ridiculous: the episode works to emphasise the 
big picture of threats to education funding and expresses an understanding for the 
impact on the students. 
Perhaps the most significant of these "big picture" elements, however, is the 
extent to which the program entrenches the notion of ethnic diversity while at the 
same time insisting on the importance of retaining a sense of subjectivity for its 
various ethnic groups. And when this is connected with other social subjectivities, 
it both reiterates itself and effectively valorises those other subjectivities. Again, 
the gay-bashing episode exemplifies the determination to relate two social issues by 
shaping the narrative structure to reflect the pro-social message. 
The gay-bashing episode promotes a theme of tolerance and acceptance of diversity, 
and it does this by expressly relating the issue of sexual diversity to racial and 
ethnic diversity. There are two plots to this episode. The primary (or "A") plot 
features the discrimination/ gay-bashing story involving Graham. The second (or 
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"B") plot relates to the decision that must be made by the character Chaka as to 
whether she will leave Hartley High and go with her family to Darwin. The episode 
works to establish a sense of the racial mix at the school and the lurking threat of 
racism. Acting against this discourse of tolerance and diversity are several 
explicitly racist comments made by Bolton - he describes Graham's car as "Jap 
Crap" and pulls his eyelids in a derisive gesture. Chaka pinpoints the interrelating 
issues when Rivers walks in and she demands of him, "who's next, huh, me? I'm a 
wog, I must be asking for it!" She adds that "I thought you were allowed to be 
different here" and Bolton replies, "hello! Get back if you don't like it." 
The climax of the episode fuses all these elements. Chaka's father is invited into 
Christina's class to discuss his experiences in El Salvador. After the students 
display a high degree of ignorance towards his culture and even the most 
rudimentary geographical and political aspects of his country (such as "where is El 
Salvador?" and "who owns it?") the questions become more personal. In an 
illustration of the show's insistence on allowing cultural groups to speak for and as 
themselves, Christina doesn't pressure him to speak and offers him the chance to 
pass over any deeply personal matters. But he does speak, and he tells them that he 
thinks the people are beginning to win against a government which imprisons people 
simply "for thinking." He continues: 
if you disagree with them, they get rid of you [CU Chaka, looking to Rivers]. 
If you want to lead a different life, they get rid of you [CU Rivers, absorbing 
this]. You must think, you must think, say, do like them [CU Chaka]. This is 
not freedom [CU Rivers, disturbed]. 
Both the shocking nature of this example of intolerance and its implications in 
relation to sexual difference and diversity are made apparent to Rivers. In the end 
then, the ideological "conversion" of Rivers is important, but equally important is 
the validation of the attitudes promoted by Jodie and tt1e other students since the 
start of the episode. The accusations by Jodie, Rose, Nick and the other kids towards 
the behaviour of Bolton and Rivers does much to characterise their behaviour as 
aberrant, effectively establishing a new moral code. Hartley High has seen a 
challenge to its prevailing ideological paradigm, and it has dealt with the challenge 
by urging the offending opinion into submission, converting it to the prevailing 
social code, and restoring harmony - almost. In a final move which leaves the 
menace of racism and intolerance alive but thoroughly marginalised, Bolton 
reiterates his own redneck ideology and walks off from the others. 
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Finally, supporting the solidification of the social code is the resolution of the gay 
bashing plot involving John and his father. John is eventually persuaded of the 
innocence of Graham, but succeeds in making his own plea for tolerance on the 
grounds of his religious beliefs. The boys who bashed him are constructed as thugs 
who fail to obey important social rules while John's own faith is affirmed and 
validated, if not valorised. In contrast, his father's fundamentalist views are 
revealed as the origin of the problem- they represent a socially disruptive force 
and are paralleled with the homophobia and racism of Bolton. And like Bolton, Mr 
Masters remains unconvinced by the liberalist rhetoric of Deloraine: when 
Deloraine remarks "might I not suggest that there might be some similarity 
between the harassment of your son and Mr Brown?" the father replies, "I see no 
connection whatever. There's no similarity between good and evil." While this 
attitude remains, it does however, remain in check. In concluding the matter, 
Deloraine cites the operation of anti-vilification legislation designed to "protect the 
innocent." 
The implications of this successful inter-relation of social issues are great. 
Heartbreak High is well-known for its presentation of a diverse ethnic mix- it is 
perhaps the quality which most characterises the show. So when this element is 
equated with sexuality, it cannot help but place its integrity on the line; it risks the 
credibility of the series as a whole and it presents itself to be judged on its merits. 
5 Conclusion: cultural technicians - "fighting the Network" 
This social structure envisioned within the world of Hartley High School is 
markedly different from the one in which Gannon and his team produced and 
developed Heartbreak High. Gannon was engaged in a long running battle with 
Network Ten over the content and placement of the series. He claims that reasonable 
ratings in the teenage demographic targeted by the initial Sunday evening timeslot 
were sacrificed in Ten's bid to attract an older a~dience. The ratings decreased 
dramatically at this time, 18 and this produced two important results that directly 
affected the content of the series. 
First, the plummeting ratings prompted editorial intervention by the Network 
executives, Cheryl Conway and Valerie Hardy. According to Phil McAloon and Vickie 
18 Gannon also observes that in its new timeslot, Heartbreak High was pitched against Money and Our 
House, the two most popular shows on Australian television at that time. His claim in relation to the 
initial success with the teen demographic is supported by Holly Wainwright (1994, p. 28) in TNT: The 
news and travel international who documents that its first five weeks on air in Australia it attracted 
70 per cent of the youth audience. 
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Madden, the Network strenuously argued against any "depressing" or "negative" 
storylines, so that a suicide attempt by one character (Dannii) was vetoed and the 
story was rewritten- "put in passive terms" (McAloon). On the other hand, while 
the production team wanted the character of Nick (the star, Alex Dimitriadis) to 
exit the show quietly by returning to Greece, Ten threatened to pull the show off air 
if the character wasn't killed off in a dramatic fight sequence. Gannon considers the 
sensational exit of Alex to be a "disaster" in terms of narrative and character 
credibility, but it was not the end of his problems. 
When the series was again shifted to a different timeslot, it faced a second major 
obstacle: a new classification. Fight sequences, references to drugs and the 
representation of sex all became increasingly difficult in the G-rated 5.30 pm 
timeslot given to the series in 1995.19 The ultimate expression of these changed 
circumstances is found in the safe sex episode. Designed for the 7. 30 timeslot, it 
was pulled from the schedule by Ten when the series moved to 5.30. Both Gannon 
and Vicki Madden have remarked on Ten's initial enthusiasm for the story; the 
Network encouraged them at this stage in the development of storylines with an edge. 
Gannon says, "we couldn't believe it, for once they wanted us to do a story that was 
weighty!" But the restrictions of the G classification overcame Ten's enthusiasm, 
the episode was pulled, and the Network argued for more lightweight stories and 
more light-skinned characters. The act of shifting the series' timeslot was the 
perfect way of achieving this. The problem here lay not with the fact that Lucy and 
Steve were discussing safe sex and HIV, but at a much more fundamental level: in a G 
classification, they simply could not engage in sex at all. Gannon relates that he 
vigorously fought Ten both for a scheduling change and in specific matters of 
content, "we had a constant battle with the Network about what we wanted," " [we] 
tried everything to fight the programmers ... we fought the Network as far as 
anyone." 
It is in the light of these conditions, then, that criticisms such as those of 
Lesleyanne Hawthorne (1996) must be measured. Hawthorne condemns the 
replacement of certain "ethnic" characters over the course of the series: 
[w]ithin the first series we were indeed presented with an overwhelmingly 
ethnic school, reflective of the newer as well as the older migrations which 
are a vital hallmark of Sydney ... The focus began to insidiously change, 
19 Gannon notes the prohibition against the representation of blood and the sounds associated with 
a fight, and the requirement to replace laxatives with prune juice in a home economics scene -
laxatives were deemed to be a drug. 
however, through the second series. By the third, these changes had 
amounted to a covert transformation of the program's explicitly stated 
values 
(pp 66-67). 
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Hawthorne makes a valid point: it is regrettable that the unprecedented scope for 
representing ethnic diversity promised at the commencement of the series appears 
to dissipate by the end of its second year on air. And though the introduction of the 
African-American teacher offers the positioning of a further racial and ethnic 
identity, it is not one that the series engages with to any significant extent. 
Christine Geraghty ( 1 991 , pp 140-141) has referred to the "additional 
dimension" black characters have offered to English television, even though aspects 
of race are seldom referred to in the dialogue. In this sense, the African American 
teacher in Heartbreak High operates as a token "ethnic face" because her character 
requires less interrogation and problematisation than, say, an Aboriginal character 
would.2° This is of course a similar critique to that made by Charmaine McEachern 
(1994, p. 1 57) in relation to the presence of women characters (noted in Chapter 
Six, above): that the function of these characters within the narrative is 
significant, not merely their screen presence. Of equal importance, however, is the 
specific industry context that surrounds the production of the series. In relation to 
Heartbreak High, Hawthorne fails to consider how this production context offers an 
explanation for the trend she notes; she also fails to observe how the response to 
those conditions by the production team can be evidenced in a subtle redirection of 
interests and achievements to other areas of social interrogation. 
It is difficult to ignore the significance in the express rejection of the producers' 
aims offered by the Network. Valerie Hardy is blunt about the representation of the 
Greek family: 
I think, in hindsight, I wouldn't have made the central family Greek; I 
certainly wouldn't have had them speaking Greek. 
Thus Hardy's comments designate the limits of the conditions O'Regan ( 1996, p. 
263) describes for the series' inception and which he argues ensures an ongoing 
process of "social problematization:" 
20 I am grateful to Peter Schembri for this point concerning token "ethnic faces." 
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filmmakers, advertisers and television networks have a commercial interest 
in the extent to which demographic cleavages are cultural cleavages, in 
which generational styles, tastes and cultures might be emerging. 
While Hawthorne calls for a broader representation of ethnicity that would be 
provided by actors speaking with identifiable accents and cultural styles, Harding 
vetoes the occasional exchanges in Greek and wishes to purge the show of the 
central, most ethnically explored family. But Gannon and the production team, 
meanwhile, shift their focus and redirect their efforts, maintaining the same 
underlying philosophy, but adjusting their strategy to accommodate the changed 
conditions of representation. Thus, it is in the second and third seasons of which 
Hawthorne complains that the series establishes the space of the warehouse as a site 
of teenage subjectivity in conflagration of the dominating nuclear-family units of 
the households of the first series. It is also at this time that more extensive links 
are made between the feminist politics of Sam and Yola (and Graham) and those of 
the kids; and it is in this phase that the viability of a working-class, socially 
disadvantaged group of students is entrenched. 
Finally, throughout the two years of its screen time on the Ten Network, Heartbreak 
High developed as forum through which writers could attempt to provide some 
sophisticated material oriented towards youth culture. 21 It remains to be seen how 
the shift in network to the ABC from 1996, with its developing discursive 
framework of "cultural diversity," impacts upon the social project imagined and 
amended during the series' run on commercial television. Millin, Madden and 
McAloon all acknowledge the personal role of Gannon in forging a space for such a 
project within commercial television - and for providing a narrative (and 
epistemological) scope for writers to interrogate and problematise contemporary 
social conditions.22 
21 When Hardy was interviewed in March 1 996, the Network still held 26 unseen episodes; Hardy 
hoped that these would be screened some time that year. The series continued production - Gannon 
Television had procured a further pick-up from BBC2 in November of the previous year - but without 
an Australian network deal. 
22 Significantly, Madden observes that if she had been writing for Neighbours and produced similar 
material the producers would have said "get her out." This, of course, contrasts with the experience 
of several writers (including Madden herself) working with Matt Carroll on GP. 
Conclusion 
1 Television drama and health education: changing modes of 
representation 
The record of AIDS related storylines charted in the second part of this study 
demonstrates that in the 1990s series and serial drama adopted and developed a 
standard liberal benchmark for interrogating a range of social issues, including 
HIV I AIDS. In addition, however, some series extended the parameters of this liberal 
paradigm, suggesting connections across these issues, embracing a more coherent 
view of the social. Hence, the series GPand Heartbreak High address their viewers 
as citizens in a contemporary, evolving world. GP questions the comfortable liberal 
dispositions of a group of urban medical practitioners by opening up that social 
world to a range of disruptive issues. At times the series confronts the nature of 
"default" liberalism that defines most of its characters and the discursive 
framework of "cultural diversity" presented in the charter of the ABC. Heartbreak 
High thoroughly decentres the "reasonable adult person" anticipated in the 
broadcasting regulatory discourse, offering a form of subjectivity grounded in the 
world of its teenage characters. This is a world conceived (by its creators and 
through several core characters) in largely social democratic terms, foregrounding 
issues of ethnicity, gender and class and the links between these. 
In the less than social democratic-inspired productions such as Neighboursand 
HomeandAway, the generic function problematising the figure of the community, 
combined with a philosophical approach to this process learnt from the pro-social 
series, have meant that attitudes towards HIV I AIDS have been touched upon where 
previously they were left unchallenged. Sarah Mclean ( 1990) drew attention to the 
generic feature of "fissures" in the dominant, largely conservative, paradigm of 
these series. These moments inevitably arise out of the attempt to engage with issues 
through an approach that (in many instances) proposes only a tenuous link with the 
larger social sphere. Mclean cites the involvement of a markedly conservative 
character (Madge Bishop) in Neighbours in women's self defence classes; but the 
process can also be detected in HomeandAwayin the narrative presentation of a 
coded lesbian relationship and one character's crusade for (safe) sex education 
among the teenagers of Summer Bay. Hence, in Mclean's terms, these series 
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[are] able to generate material supporting dominant paradigms only by first 
opening them up for interrogation ... the text cannot cover the cracks and 
fissures that Madge [/Shannon] inserts into its ideological configuration 
(pp 43-44). 
Inherent in this process of opening up issues is that of opening up the family - of 
widening the core social site through which issued are channelled. This is variously 
conceived as the extended family, the neighbourhood, or the more cohesive rural 
community. This process itself is not without fissures or fracture moments in even 
the most narrowly conceived expression of community. In E Street for example, the 
HIV storyline demonstrates the inherent tensions in the series created by the 
attempt to develop a concept of community within an urban setting. The figure of the 
family is recognised as inadequate in contemporary life, but is never effectively 
replaced, or at least complemented, by that of the neighbourhood or the community 
-as it is in 'ACP or Home and Away. Similarly, the implication of "progress" 
afforded by Westside's proximity to the city gives the series a degree of currency, 
yet in the ultimately unfulfilled notion of community there develops an uneasy 
balance between progress and tradition. Disturbing elements lurk in the margins of 
this sketchy outline of society, always threatening to break out but continually 
being reeled back in. 
The tension between the desire for a stable community and the necessity of 
contemporary themes imposes on both Neighbours and HomeandAwayas well as on 
E Street the requirement to continually reiterate where the social and 
epistemological boundaries lie; what is important in the value systems of these 
series. In ACP this leads to a continual definition and redefinition of the place of HIV 
and other "social" subjects within the existing social order, causing that social 
order itself to evolve to meet the contemporary requirements of such themes. In E 
Street and to a large extent in Neighbours, this process is designed to shore up a 
tenuous and ephemeral sense of community in an urban setting. In doing so, 
however, these series cannot help but gesture towards the inappropriateness of any 
overly optimistic, universalising convention of comfortable family or community 
life. 
As a result, this study of the representation of HIV I AIDS can point to a significant, 
far reaching development in the genre of Australian television drama. Contrary to a 
popular conception of soap opera as a lightweight, largely conservative form of 
cultural expression, Australian serial drama of the 1990s can be seen as developing 
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significant (if derivative) variations on its traditional modes of representation. 
While these series may be driven by a sometimes conservative frame of reference, 
there is also a pattern of repeated social problematisation and interrogation within a 
broadly liberal democratic framework. This adaptation of the "pro-social" mode of 
address found in the "parent" form of series drama in turn reveals those "cracks 
and fissures" through which can be glimpsed the potential social democratic world 
of series such as Heartbreak High and GP. 
Accordingly, it is possible to suggest that the term "quality soap," particularly as 
it is applied to A Country Practice by Tulloch and Moran ( 1986), has lost its 
currency and value in the field of television drama. This concept, with its three-
point model of "serious," issue-based drama, relationship-based soap opera, and an 
identifiable "hybrid" of soap-plus-issues in the middle, is now largely obsolete. 
During the late 1980s and early 1990s, the form of the pro-social evolved to such 
an extent that it can be found, at times, in a II television drama. Hence, if the final 
season of GP ( 199 6) foregrounded character relations over social issues, the final 
season of ACP ( 1993) reversed this pattern and promoted a broader understanding 
of aspects of sexuality and HIV within a liberal society. Similarly, by the mid 
1990s, the Australian television schedule featured a "teen drama" (Heartbreak 
High) defined most significantly by its social democratic approach to issues of 
representation of ethnicity, social class, and gender and sexuality. Finally, the late 
night adult soap, Pacific Drive, incorporated both a lesbian character and an HIV 
positive character whose exploits were fundamental in driving the ongoing and 
unfolding narrative. 
This study has also stressed the role of dedicated cultural workers within the domain 
of television production. One of the core problems identified by television personnel 
working on Home and Away was the difficulty of discussing safe sex when sex itself 
was a problematic subject, given the broadcasting framework governing the 
screening of early evening soap opera. This tl:lesis has shown the way in which this 
broadcasting framework structures the preconditions of representation of subjects 
such as HIV. More importantly, however, it has demonstrated that in negotiating 
these conditions, key creative personnel working in the genre of television drama 
have been influenced by the nature and composition of the surrounding social field in 
similar ways to those project and policy workers engaged in the field of health 
education. 
Bennett and Woollacott's (1987) notion of the "social text" was· noted in Chapter 
One. The authors argued that changes in the social field, and in the grids of 
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intelligibility through which these social texts are comprehended, meant that the 
James Bond figure of the early nineteen-sixties was a different figure from the 
Bond of the late sixties. This theory can be translated to the representation of HIV. 
The person with HIV in 1980s television drama is far removed from (some) figures 
of the HIV positive person of the 1990s. Thus, the gay man who arranges his self-
delivery with the assistance of a core character in GP in 1995, or the permanent 
(and permanently glamorous) HIV character in Pacific Drive in 1996 are both far 
removed from their counterparts in television drama of the 1980s. Within the 
ongoing text of A Country Practice, the figure of Sophie in 1 987 was markedly 
different from that ofT oby Olding, the bisexual/ "man who has sex with men" in 
1992. 
This last example is a significant one, for it records the fundamental change in the 
dominant mode of thinking and conceptualising HIV and AIDS in (commercial) 
television drama. The episode knocked down any remnants of a "picket fences" 
expression of social nostalgia as it allowed the uncertainty of the HIV (A) plot to 
steal across to the ordinarily reassuring serial-based (B) plot. And in other 
episodes such as "Little Boy Blue" and "A Kiss Before Dying," this "later ACP' 
resolutely insisted on tolerance and broad-mindedness in maintaining an 
harmonious and productive social configuration. 
Clearly, the writers of the Toby Olding episode of ACP had adopted a category used in 
health education, the "man who has sex with men." Indeed, as noted in Chapter Five, 
the writers consulted with educators at the AIDS Council of New South Wales, who 
were familiar with this consultation process in relation to both ACPand GP. This 
study has argued that this process cannot simply be conceived as a direct 
communication of health policy and educational practice through the texts of popular 
culture. Certainly, television drama draws on the "authorised" forms of the 
categories and paradigms of health education, and Deborah Lupton ( 1994a) has 
indicated the initial role of the Commonwealth in the 1980s in establishing the 
timeliness and topicality of the subject of AIDS. In this era, the articulation of 
Commonwealth policy provided a "way in" to the subject of AIDS - a guide on howto 
think about this subject (even if this was by way of the hysteria of the Grim 
Reaper). Commonwealth health policy was therefore pivotal in the construction of 
HIV and AIDS in the mainstream press. Similarly, the "categories of contagion" (or 
the factors of "risk" as health sociologists, including Lupton, might express it) 
available in popular culture are indebted to the sociologically-informed research 
paradigms of health policy and education. 
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It is also true, as cultural theorists have observed (and as noted in Chapter One), 
that in conceptualising and understanding AIDS, Western culture has drawn on other 
pre-existing cultural assumptions about health and illness, gender and sexuality, 
and figures of the family and community. But the history of AIDS representation in 
Australian television reveals more a sense of Williamson's ( 1989, p.32) ordered 
and organising teleologies ("narratives that seem to be going somewhere") than the 
"epidemic of signification" Paula Treichler ( 1988, p. 32) describes. Treichler 
uses this term to characterise the "outbreak" of AIDS messages and meanings across 
all media forms in the 1980s. Australian television drama of the late 1980s and 
early 1990s- admittedly a late starter- demonstrates as its "destination" a 
largely pluralist, tolerant liberal society that can both preserve the general social 
structures of the Australian community and accept and incorporate a level of 
difference. 
It is important to note, however, that at least in the form of mass media, television 
drama led government campaigns in exploring this theme in the public arena. It is 
significant that the Australian cultural and policy experience is characterised by 
both the absence of an organised, interventive campaign in relation to popular 
cultural forms on the part of health educators, and by the alternative directions 
developed by television makers. Far from encouraging participation in developing 
popular media articulations of policy direction, the documents examined and 
practitioners interviewed in Chapter Two evidenced a policy framework that largely 
dismissed the mass media in favour of other, more localised strategies. Alongside 
this, however, is the requirement for the Commonwealth to establish a position on 
HIV I AIDS, to advance a "safe sex culture." In achieving this, the Department has 
eschewed a "product placement" means of education through popular cultural texts 
in favour of other means of behaviour modification, drawing on implicitly promoted 
modes of conduct involving the systematic management (or care) of the self and the 
associated maintenance of an harmonious social body through tolerance of others and 
the recognition of difference. 
This regime for the care of the self and the good administration of the population -
the governmentalism of the liberal scheme of "bio-power" in Foucauldian terms-
gets to the core of the relationship between state programs and popular culture. 
Health educators, as much as television program makers, are involved in the 
ongoing problematisation of the healthy body, both social and individual. In texts 
such as GP, Heartbreak High and the later ACP there is a clear correlation between 
the popular cultural expression of this process and that of the localised, community 
based health education campaigns and the social democratic-styled national 
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discrimination campaign. Ethical models suggesting appropriate (and disapproved) 
conduct advanced as the manifestations of governmentality in both domains of health 
education and popular culture gradually uncover and interrogate the various 
territories of the social field. Television drama offers the seemingly ideal means of 
achieving this: generic imperatives prompt pro-social drama and the liberal 
moments of serial soap to proceed with this problematisation of a new social subject 
andto consider the problems encountered along the way. Hence, in dealing with the 
subject of HIV, writers and producers have been faced with the subjects of 
homosexuality, bisexuality, drug use and teenage sex. In a dramaturgical form 
where such problems - that is, issues - must be placed in the path of existing 
characters (and by extension, the socially situated viewer), AIDS constitutes the 
ideal narratological stumbling block. Alongside the classically problematic topics of 
homosexuality and drug use, the subject of HIV demands the maximisation of existing 
strategies of "bio-power." 
Nevertheless, this narrative potential by no means guaranteed the relatively 
sophisticated exploration that the subject has received though AIDS narratives in 
Australia television drama. It is crucial to the representation of the disease and its 
social implications that the problematising urges of television drama were offered 
the legitimacy of national policy articulations of appropriate community based 
education. One strand of discourse on HIV - one narratological variant - was 
exhibited in the horror film overtones of the Grim Reaper advertisement. But this 
approach was displaced by the systematic pursuit of alternative paradigms by key 
personnel operating within health policy and health education in Australia (and with 
the support of founding Health Minister, Neil Blewett and his successor, Brian 
Howe). These social democrats were of the utmost importance in developing health 
policy and providing the particular inflection on the construction of the disease 
which eventually saw the community health model translated into a national media 
campaign and, ultimately, in the decision to redirect funds to more localised 
campaigns. 
In all of this, it is not surprising that more direct, interventive strategies in 
relation to popular cultural forms were not pursued. It was noted above that Bennett 
(1993) spoke of popular literary texts being put to the use of education policy, 
"incorporated into the literature lesson, as textual props for the ethical or civic 
trainings of various kinds" (p. 403). The last of the AIDS media campaigns 
developed under the Second National Strategy does indeed demonstrate a program of 
ethical training rather than the more functional instruction in the practice of safe 
sex or drug use, for example. And this is precisely the approach that Australian 
367 
television drama demonstrated in its tentative steps down the path of social 
tolerance that were taken prior to the 1 99 3 campaign. The HOD campaign adopted a 
core feature of such narrative-based television drama in offering snapshots of 
people made ordinary by their placement within self-evidently normal occupations 
such as a workplace discussion, a walk with the kids, or a cuppa with Mum. The 
incorporation of these "characters" within given social sites and relationships 
stands as their determining qualification as ordinary citizens. 
These advertisements are indicative of the success of HIV policy within Australia, of 
the relative ease with which the effective deployment of a discourse of cultural 
diversity developed out of one strain of ALP ideology (the social democratic), could 
be interwoven with another (the economistic model of social justice pursued in a 
liberal democratic political climate) that emphasised the very practical benefits of 
regarding HIV positive people as potentially productive people and identifying 
discrimination as the cause of social unrest. 
It is likely that the evolution of this discursive framework as the dominant one 
offset any need for "commissioning" HIV episodes in television drama: specific 
interventions in popular culture are set aside when it is possible to foster a climate 
of tolerance alongside the pragmatic imperatives of safe sex and drug use. This was 
only possible because popular culture was itself engaged in an investigation of the 
social boundaries of the times. The composition of the "community" in television 
drama was as much a matter of social inquiry as the constitution of the "general 
public" was problematised and redefined in the domain of public health. Television 
drama programs in this period set aside existing concepts of the reasonable adult 
person of average sexual modesty, thus implicitly shifting the parameters of 
"community standards." The attitudes and conduct of communities of informed 
liberal citizens in several television drama series far exceeded the restrictive 
notions of "sexual modesty" inherent in the regulatory discursive construction of 
the broadcasting public. Chapter One above demonstrated how the social field that 
provides a framework for conceptualising HIV I AIDS is established in part by 
popular cultural forms; in Australia this social field was heavily influenced by the 
evolving forms of pro-social television drama. 
This core function of television drama in "educating" Australian audiences by 
offering guidelines to conduct, attitudes and values is seldom acknowledged by health 
educators and social science researchers. The significance of this oversight is only 
emphasised by the failure to acknowledge the audience "reach" of these programs 
(evidenced in both the impressive ratings of Blue Heelers across a broad cross-
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section of the national television audience, as well as in the success of early episodes 
of Heartbreak High in reaching a target teenage demographic). The adaptation and 
refinement of an established dramaturgical form by television drama practitioners 
has advanced a social democratic vision of HIV I AIDS in Australian social life; this 
process has implications for the representation of social issues apart from and 
beyond HIV and AIDS. These new discursive forms also extend the conceptual limits 
of the national health education media campaigns: these television texts ventured 
further down the path of social democratic problematisation and they did so at an 
earlier stage in the epidemiological history of HIV infection. 
This thesis has therefore shown that while the scope of representation of HIV on 
Australian TV drama was never as broad as that of localised community based 
education campaigns, it has nevertheless functioned as an adaptable and at times 
innovative means of establishing the culture of AIDS representation. 
2 Cultural technicians: discrete domains, common context 
The second part of this thesis demonstrated that these shifts in existing conventions 
have come about as a result of key figures within the television industry 
experimenting with the limits of such regulations and conventions. In writing for a 
number of television series and serials, "cultural technicians" like Greg Millin and 
Margaret Morgan are continually mindful of what they can "get away with" in 
terms of government and industry regulation - how far they can push the 
boundaries of representation. But both the writers and the producers are also very 
much concerned with the credibility of thek HIV narratives with the gay, lesbian 
and HIV communities. As GP evolved from its inception in 1989, a fundamental 
aspect of its treatment of gay, lesbian and HIV characters and topics was the 
relationship of the series to those communities, most obviously judged in terms of 
reviews and responses from the gay and lesbian press. Evidence was also provided of 
the production team from Pacific Drive "courting" the gay and lesbian communities 
in Brisbane, and of the significance of the national gay magazine OutRage running a 
feature article on the series, including a competition for readers to develop a new 
gay character. 
This process of cultural technicians pushing the boundaries of representation while 
simultaneously monitoring the relationship with communities of viewers is 
precisely the process that is evidenced in the actions of policy and project workers 
in health policy and education. AFAO education officer Paul Martin commented on the 
importance of AFAO teams maintaining credibility with the gay community in the 
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face of potential opposition from the funding body (the Commonwealth Health 
Department). Martin spoke of the need to avoid self-censorship- that is, 
speculating that "we'll never get that past the Commonwealth," and thus abandoning 
innovative ideas in the development phase. For his part, unit manager in the 
Department, Craig Patterson, also stressed the importance of community 
credibility, pointing to the flexibilities within the "system" (shaped by others like 
him) whereby the Department might assist in securing alternative methods of 
funding controversial campaigns, thereby ensuring that the work is done while also 
guarding against any perceptions of the Commonwealth as author. 
For Patterson as much as for Martin, the Australian "public" was seen as a dynamic 
and decidedly fluid figure. It required extensive problematisation in terms of its 
capacity to embrace HIV positive people (as well as gay and lesbian people) in both 
conceptual terms and in the very practical terms of funding and the provision of 
social services. But the category of the public was also seen as one which must 
embrace a number of discrete constituent groups - hence, the view that the 
controversy surrounding the cover of an issue of the National AIDS Bulletin was one 
that related to a misrecognition of "public" resources and of the legitimate 
distinction (in this instance) between general public programs and those aimed at 
gay and lesbian communities. 
This incident, along with other cases of community-specific campaigns "escaping" 
into the wider com~ unity, demonstrates the slippages in the use of these terms and 
the ongoing tensions in an essentially liberal democratic social formation. The point 
of this study has been to demonstrate how the conjunction of a social democratic 
stance and the ongoing characteristics of the Australian state has provided a 
fundamentally enabling framework for social comment and agency within both 
domains of television drama and health education. Since 1996, a conservative turn 
at the level of federal politics has resulted in considerable changes in social policy. 
It remains to be seen how these changes aff-ect both AIDS policy and health education. 
At the level of popular cultural representation, however, the trends of the previous 
few years appear to be sufficiently well grounded to survive. As this research 
concluded, Heartbreak High (with surprising longevity) was still in production, at 
this point screened on the ABC alongside an equally innovative youth series, Raw FM. 
This continuation of the methods of social analysis developed in a different 
configuration of the social field would indicate that the social democratic policy 
stance is not essential to the operation of popular cultural critique. Nevertheless, 
this thesis has argued that the conditions which established these now dominant 
means of conceiving HIV and AIDS were made possible by the mobilisation of this 
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social democratic discourse on the part of health educators and cultural technicians 
within the television industry. These preconditions for conceiving HIV and AIDS in 
the 1990s would almost certainly be different (as they are in the US and the UK, for 
example) if the moment of the manifestation of AIDS in Australia had not been one 
that was also characterised by a policy field embracing elements of both the liberal 
democratic and the social democratic. 
Finally, the narrative of Pacific Drive, the most innovative serial drama considered 
in this study, continued to unfold after the period examined in Chapter Seven. While 
several core characters described above were subsequently slain by a serial killer 
(also one of the core cast), the HIV positive character lived on. A beacon of self 
discipline who swallows her vitamins and turns to pottery as a form of therapy, 
Bethany Daniels successfully runs her own small business. This character can be 
seen as testament both to the work of health educators who insisted on a climate of 
tolerance and frankness in AIDS education and to the achievements of the committed 
writers and directors in the television industry who moulded the pro-social series 
and the liberal moments in serial drama. At the time of writing, Bethany Daniels had 
resumed full-time work at a modelling agency; her spare time devoted to freeing 
her sometimes lover, the serial killer talk-back host. She is simultaneously as 
outrageous and as generically normal as any other character in the serial. This 
thesis has argued that this role can be attributed to the intersection of the practices 
for self discipline and management of the whole community, a specific discourse of 
social democracy experienced in the period of the 1980s and 1990s, and the agency 
of key industry and policy figures who developed and refined the form of pro-social 
television drama. 
Appendix One 
List Of Interviews 
1 Health Education and Policy Workers 
Dougal, Jo. Former Assistant Director, Education Unit, AIDS/Communicable 
Diseases, Public Health Division, Commonwealth Department of Human Services and 
Health. 
Canberra, 26 February 1996. 
Lubovitz, Sarah. Co-ordinator, Women of Bisexual Men Project, AIDS Council of 
New South Wales. 
Sydney 18 July 1995. 
Martin, Paul. Project Officer- Gay Education Strategies, Australian Federation 
of AIDS Organisations. 
6 March 1996. 
Patterson, Craig. Director, Education Unit, AIDS/Communicable Diseases, Public 
Health Division, Commonwealth Department of Human Services and Health. 
26 February 1996. 
Sparks, Michael. Assistant Director, Education Unit, AIDS/Communicable 
Diseases, Public Health Division, Commonwealth Department of Human Services and 
Health. 
Sydney, 3 March 1996. 
2 Television Industry Personnel 
Carroll, Matt. Executive Producer, GP. 
Sydney, 5 March 1996 
Craig, Cameron. Producer, Promotions Department, Network Ten. 
Sydney, 1 5 March 1996. 
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Davern, James. Executive Producer, A Country Practice. 
Sydney, 6 March 1996. 
Gannon, Ben. Executive Producer, Heartbreak High. 
Brisbane, 27 July 1995. 
Hardy, Valerie. Director of Drama, Light Entertainment and Childrens, Network 
Ten. 
Sydney 4 March 1996. 
Madden, Vicky (Story Editor) and Phil McAloon (Script Department), 
Heartbreak High.Sydney, 18 July 1995. 
Millin, Greg. Writer, GP, Heartbreak High, HomeandAway, E Street. 
Woodhill, New South Wales, 7 March 1996. 
Morgan, Margaret. Writer, Script Editor and Storyliner, GP; Writer and 
ScriptEditor, A Country Practice; Writer, E Street. 
Sydney, 13 July 1995. 
Rice, Damien. Actor, GP. 
Brisbane, 19 March 1996. 
Scott, Sandy. Network Censor, Seven Network. 
Sydney, 10 July 1995. 
Smith, Sue (Commissioning Editor) and Tim Pye (Story Editor, Writer), GP. 
Sydney, 4 March 1996. 
Zammit, Marcel. Associate Producer, HomeandAway. 
Sydney, 10 July 1995. 
Appendix Two 
Television Drama Episodes - Primary References 1 
CHAPTER 4: G P 
Toss A Coin 
August 1 989 (Ep 22) 
Writer: Chris McCourt 
Director: Geoffrey Nottage 
Supervising Producer: Sue Masters 
Mates 
April 1990 (Ep 46) 
Writer: Greg Millin 
Director: Di Drew 
Supervising producer: Greg Shears 
Lovers 
May 1990 (Ep 50) 
Writer: Greg Millin 
Director: Greg Shears 
Supervising Producer: Greg Shears 
More Than Friends 
August 1990 
Writer: Oliver Robb 
Director: Viktors Ritelis 
Supervising Producer: Bruce Best , 
So Makes the Man 
October 1990 
Writer: Tim Pye 
Director: Kate Woods 
Producer: Bruce Best 
1 Date refers to date of first transmission. Episode number is included where available. 
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Tests of Conscience 
February 1991 
Writer: Tim Pye 
Director: Viktors Ritelis 
Producer: Bruce Best 
The Road Not Taken 
August 1992 (Ep 144) 
Writer: Ro Hume 
Director: David Caesar 
Producer: Bruce Best 
Dancing With Death 
April 1993 
Writer: Ted Roberts & Carol Williams 
Director: David Evans 
Producer: Bruce Best 
It's All in the Eyes 
August 1993 (Ep 193) 
Writer: Elizabeth Coleman 
Director: Tony Tilse 
Producer: Bruce Best 
Out 
March 1994 
Writer: Chris McCourt 
Director: David Goldie 
Producer: Bruce Best & Peter Andrikidis 
The Sorcerer's Apprentice 
April 1994 
Writer: Noel Hodda 
Director: Tony Tilse 
Producer: Peter Andrikidis 
A Temporary Mess 
April 1994 
Writer: Cathryn Strickland 
Director: Tony Tilse 
Producer: Peter Andrikidis 
A State of Grace 
October 1994 
Writer: Margaret Morgan 
Director: Tony Tilse 
Producer: Peter Andrikidis 
Not Fade Away 
June 1995 
Writer: Steven Vidler 
Director: Greg Shears & Peter Andrikidis 
Producer: Peter Andrikidis 
A Parting of Friends 
July 1995 
Writer: John Coulter 
Director: Paul Faint 
Producer: Peter Andrikidis 
Pendulum 
October 1996 
Writer: Kris Wyld 
Director: Russell Burton 
Producer: Peter Andrikidis 
Other references: 
Naked 
ABC, March-April 1996 
"Coral Island" 
First ep, March 1996 
Writer: Nick Enright 
Director: Neil Armfield 
Producer: Jan Chapman 
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CHAPTER FIVE: A COUNTRY PRACTICE 
THE FLYING DOCTORS 
BLUE HEELERS 
A Country Practice 
Sophie 
August 1988 (Eps 591-594) 
Writers: Tony Morphett & David Phillips 
Directors: Bob Meillon & Leigh Spence 
Producers: Forest Redlich & Bruce Best 
Apparitions 
1991 
Writers: Robyn Sinclair 
Directors: Robert Meill 
Producers: Denny Lawrence and Bill Searle 
Little Boy Blue 
April 1992 (Eps 909 & 91 0) 
Writers: Margaret Morgan (909) and Graeme Koetsveld (91 0) 
Director: Peter R. Dodds 
Producers: Peter R. Dodds & Robyn Sinclair 
A Kiss Before Dying 
June 1992 (Eps 923 & 924) 
Writers: Leon Saunders (923) and Judith Colquhoun (924) 
Director: Chris Martin-Jones 
Producers: Peter R. Dodds & Robyn Sinclair 
True Confessions 
May 1993 (Series 2, eps 29 & 30) 
Writers: Katherine Thompson (29) & Sally Webb (30) 
Director: Brendan Maher 
Producers: Peter R. Dodds & Bill Searle 
The Flying Doctors 
Return of the Hero 
September 1 986 (Ep 17) 
Writer: Tony Morphett 
Director: Mark Callan 
Producer: Oscar Whitbread 
Being Positive 
June 1991 (Ep 189) 
Writer: Bevan Lee 
Director: lan Gilmour 
Producer: Jan Marnell 
Blue Heelers 
Stop For a Bite 
2-5-94 
Writer: Tony Morphett 
Director: Karl Steinberg 
Line Producer: Peter Askew; Supervising Producer: Riccardo Pellizzeri 
A Question of Courage 
21-2-95 (Ep 47) 
Writer: Anne Brooksbank 
Director: Richard Sarell 
Line Producer: Peter Askew; Supervising Producer: John Hugginson 
Out of Harm's Way 
14-3-95 (Ep 50) 
Writer: Peter Gawler 
Director: Mark Piper 
Line Producer: Peter Askew; Supervising Producer: John Hugginson 
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CHAPTER SIX: NEIGHBOURS 
HOME AND AWAY 
E STREET 
Neighbours 
( i) Sexuality-based storylines 
Gay character (Macka), from June 1994 
"Priscilla" storyline, from June 1995 
Gay teacher (Andrew Watson), from April 1996 
( ii) Safe sex sequences 
Dannii and Malcolm, June 1995 - January 1996 
Home and Away 
( i) Sexuality-based storylines 
Lesbian character (Mandy), from October 1995, May-July 1996 
(ii) Safe sex sequences 
Selina's pregnancy/Shannon- safe sex magazine, from June 1995 
(iii) HIV I AIDS storyline 
Needlestick injury (Kellie), November 1995 - February 1996 
E Street 
HIV I AIDS storyline 
Needlestick injury (Max), April-May 1990 (Eps 231-236) 
Writers: Rhett O'Hara, Caroline Stanton, Greg Millin 
Directors: Leigh Spen, Sean Nash 
Producers: Dale Arthur, Dennis Phelan 
Other references: 
Paradise Beach 
Safe sex sequence, Callie, 1994 
CHAPTER SEVEN: PACIFIC DRIVE 
{ i ) Sexuality sequences 
Zoe's coming out, from February 1996 
{ i i ) HIV I AIDS sequences 
Bethany's coming out, from March 1996 
{iii) Camp performance 
Amber and Bethany, May 1996 
Other references: 
Melrose Place 
Gay kiss sequence, 1994 
CHAPTER EIGHT: HEARTBREAK HIGH 
SWEAT 
HEARTBREAK HIGH 
{ i) Gay-bashing 
1-6-94 
Writer: Tim Gooding 
Director: lan Gilmour 
Line Producer: Stephen Jones 
( i i ) Marriage of Rose and Jack 
23-7-95 
Writer: Kris Wyld 
Director: Andrew Prowse 
Line Producer: Stephen Jones 
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(iii) Attempted suicide/career counselling 
1 0-9-9 5 
Writer: Leon Saunders 
Director: Andrew Prowse 
Line Producer: Stephen Jones 
( i v) Gay-bashing episode 
30-12-95 
Writer: Greg Millin 
Director: Andrew Prowse 
Line Producer: Stephen Jones 
SWEAT 
Sexuality storyline 
Gay character (Snowy), weeks 5-7, May-June 1996 
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